Negotiating development from childhood to young adulthood in Shakespeare. by Lam, Wai-yee. & Chinese University of Hong Kong Graduate School. Division of English.
Negotiating Development 
from Childhood to Young Adulthood in Shakespeare 
LAM Wai-yee 
A Thesis Submitted in Partial Fulfilment 
of the Requirements for the Degree of 
Master of Philosophy 
in 
English (Literary Studies) 
© The Chinese University of Hong Kong 
August 2005 
The Chinese University of Hong Kong holds the copyright of this thesis. Any person(s) 
intending to use a part or whole of the materials in the thesis in a proposed publication 
must seek copyright release from the Dean of the Graduate School. 
1 
1 8 A A O S J I , | 




Abstract of thesis entitled: 
'TSfegotiating Development from Childhood to Young Adulthood in Shakespeare" 
Submitted by LAM Wai-yee 
for the degree of Master of Philosophy in English (Literary Studies) 
at The Chinese University of Hong Kong in August 2005 
''Negotiating Development from Childhood to Young Adulthood in Shakespeare" 
analyses the playwright's characterization of a crucial period in l i f e~ the transition 
from childhood through adolescence and into young adulthood. My major argument is 
that these transitions are marked by both idealism and danger. 
Following an introduction that outlines theories of childhood and adolescent 
development from the medieval period until the twentieth century with a focus on the 
early modem period, this thesis focuses specifically on Shakespearean constructions of 
these life stages. Chapter One examines the state of childhood in Shakespeare and 
shows how the playwright establishes and negotiates the desirable and less desirable 
aspects of the close linkage between nature and children. As in Romantic poetry 
celebrating original innocence and childish spontaneity, Shakespearean children are 
often portrayed as pre-lapsarian beings in the flower of their youth, blossoming in the 
countryside. In some cases, though, nature can be seen as a site of temptation where 
childhood sexuality is aroused and original innocence destroyed. Reading the child 
characters in Shakespeare's late romances will turn this irretrievable loss of innocence 
into a bargain: besides embodying childhood innocence, these Shakespearean youths are 
capable of sublimating their robust sexuality into productive idealism that rejuvenates 
their parents and the society as a whole. 
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Given its close associations with the natural world and its capacity to rejuvenate 
adults, childhood is also a state on which grownup children look back nostalgically. In 
Chapter Two，I examine how nostalgia for the original childhood state is exemplified by 
older characters' attachment to family and idealization of childhood friendship. Yet the 
conscious and unconscious efforts of prolonging childhood can be taken as an unhealthy 
sign suggesting a repressive force arousing primal anxiety and a strong resistance to 
maturation. 
This study ends with Chapter Three's analysis of Shakespeare's representation of 
the difficult development into young adulthood. Androgyny, if experienced in 
adolescence, may smooth this transition. Specifically I argue that a successful passage 
into female adolescence in Shakespeare's plays is characterized by experimentation 
with two gender roles by means of cross-dressing. Consequently, our young comic 
heroines mature in terms of sexual knowledge, ripen appropriately and hence head 
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He was not of an age, but for all time! 
And all the Muses still were in their prime 
When like Apollo he came forth to warm 
Our ears, or like a Mercury to charm. 
Nature herself was proud of his designs. 
And joyed to wear the dressing of his lines, 
Which were so richly spun, and woven so fit. 
As, since, she will vouchsafe no other wit: 
The merry Greek, tart Aristophanes, 
Neat Terence, witty Plautus now not please. 
But antiquated and deserted lie. 
As they were not of Nature's family. 
Yet must I not give Nature all; thy Art, 
My gentle Shakespeare, must enjoy a part. 
From Ben Jonson, 'To the Memory of My Beloved, The Author， 
Mr. William Shakespeare, and What He Hath Left Us" (1623) 
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PROLOGUE： 
Childhood and Adolescence as Plurality of Cultural Constructs 
All the world's a stage. 
And all the men and women merely players. 
They have their exits and their entrances. 
And one man in his time plays many parts. 
His acts being seven ages. At first the infant. 
Mewling and puking in the nurse's arms. 
Then, the whining school-boy with his satchel 
And shining morning face, creeping like snail 
Unwilling to school. And then the lover. 
Sighing like furnace, with a woeful ballad 
Made to his mistress' eyebrow. Then, a soldier. 
Full of strange oaths, and bearded like the pard, 
Jealous in honour, sudden, and quick in quarrel. 
Seeking the bubble reputation 
Even in the cannon's mouth. And then, the justice. 
In fair round belly, with good capon lin'd. 
With eyes severe, and beard of formal cut. 
Full of wise saws, and modem instances. 
And so he plays his part. The sixth age shifts 
Into the lean and slipper'd pantaloon, 
With spectacles on nose, and pouch on side. 
His youthful hose well sav'd, a world too wide 
For his shrunk shank, and his big manly voice. 
Turning again toward childish treble, pipes 
And whistles in his sound. Last scene of all. 
That ends this strange eventful history. 
Is second childishness and mere oblivion. 
Sans teeth, sans eyes, sans taste, sans everything. 
Shakespeare's As You Like It (1599-1600), II. vii. 139-166 
Jacques's cynical Seven Ages of Man in As You Like It exemplifies more than the 
playwright's insight into human experience; Shakespeare also seems to share Jacques's 
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ambivalence towards the young. In his comparison of man's life to a stage play, Jacques 
suggests that "all the men and women merely players," who enact various parts 
throughout their lives. The "seven ages" begin with infancy during which young 
children are "[mjewling and puking in the nurse's arms," a close emotional attachment 
which is fully exemplified by characters like Juliet and the Nurse in Romeo and Juliet 
(1594-96). Following the first stage is childhood and then adolescence: at first, "the 
whining school-boy" is "creeping like snail/ Unwillingly to school," and yet when he 
grows older, the school-boy, now "the lover," is no longer bothered by school but 
affected by the cult of Petrarchan love, "[s]ighing" "with a woeful ballad/ Made to his 
mistress' eyebrow." These childish attitudes occurring in two consecutive stages of life 
are neatly summarized by Romeo after his secret meeting with Juliet in the famous 
orchard scene: "Love goes toward love as schoolboys from their books;/ But love from 
love, toward school with heavy looks" (Il.ii. 156-57). The fourth stage unfolds the life of 
"a soldier," fearless of death, "[sjeeking the bubble reputation/ Even in the cannon's 
mouth," which probably reminds us of such Shakespearean warriors as Othello and 
Coriolanus. Past his prime and reaching late middle age, the actor "plays his part" as 
"the justice," enjoying his good living but at the same time feeling futile in the face of 
his monotonous life and unchallenging career ("beard of formal cut" and "modem 
instances"). Interestingly, there is a sense of childishness permeating the last two acts of 
human life. The sixth scene belongs to "the lean and slipper'd pantaloon" whose "big 
manly voice/ Turning again toward childish treble, pipes/ And whistles in his sound." 
Finally，old age is "second childishness and mere oblivion," the "[l]ast scene of all/ That 
ends this strange eventful history." King Lear is seen as a "child-changed father" 
(IV.vii.17). Changed in mind by his children's brutality. King Lear indeed comes to 
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behave like a child in his old age. It seems that, to Shakespeare, there is only a thin 
borderline between childhood and old age and, furthermore, childish sentiments can be 
preserved and sustained beyond childhood. 
As the attention to childhood in Jacques's speech reveals, childhood is an 
important stage of life to Shakespeare. For the playwright, childhood is an intriguingly 
complex and even contradictory state. On the one hand, this early stage of life can be 
characterized by idleness and wickedness. In The Winter 's Tale (1610-11)，Shakespeare 
has his Shepherd deliver a low opinion of children and youth: "between ten and 
three-and-twenty" (III.iii.58-59), the "youth" (III.iii.59) do nothing meaningful but 
"sleep out the rest, for there is nothing in the between but getting wenches with child, 
wronging the ancientry, stealing, fighting" (III. iii.59-62). Moreover, these "boiled brains 
of nineteen and two-and-twenty" (III. iii.63), unwilling to bear hardship (such as 
hunting), just create havoc, "scar[ing] away two of my [the Shepherd] best sheep..." 
(III.iii.64). These negative images and attributes of young age are in accord with the 
traditional view of the depravity of childhood and adolescence that we will explore in 
the next section. 
On the other hand, childhood innocence is also a crucial theme in Shakespeare, 
who may probably serve as a predecessor to such Romantic poets as William Blake. 
Again, in The Winter ’s Tale, Shakespeare seems to conceive two states of childhood 
innocence, i.e. the purity of children and the perpetuation of the child within adult 
selves. According to Camillo, Polixenes and Leontes "were trained together in their 
childhoods/ and there rooted betwixt them then such an affection/ which cannot choose 
but branch now" (I.i.22-24). Yet adulthood separation has not diminished childhood 
intimacy altogether. Rather, "[t]he heavens continue their loves" (I.i.31) in the adult 
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world of experience; the two grownup men treasure and sustain their boyhood 
friendship the best they could, in spite of "their more mature dignities and royal 
necessities" (Li.25): 
CAMILLO. ... their encounters, though not 
personal, hath been royally attomeyed with 
interchange of gifts, letters, loving embassies, that they 
have seemed to be together though absent, shook 
hands as over a vast, and embraced as it were from the 
ends of opposed winds. The heavens continue their loves! (I.i.26-31) 
Similarly, in Songs of Innocence and Experience (1789-94), William Blake articulates 
his ideas of innocence in relation to both childhood and adulthood, expressing his 
sympathetic but at the same time sinister visions of the world, or what he calls "two 
contrary states of the human soul." As opposed to the medieval "miniature adult" view 
of the child, children in Blake's two groups of poems are natural and unspoilt primitives, 
who are glorified for their childhood innocence. In his "Introduction" (1789) from 
Songs of Innocence and its pictorial illustration, Blake represents himself as a shepherd 
with a pipe in his hands imaging a child above his head. Despite Blake's fond wish to 
write "happy songs/ Every child may joy to hear" (19-20) in simple pastoral language, 
there are undercurrents of social evil and suffering in the seemingly innocent, happy 
state of existence. However, if people harbour imaginative feelings and perpetuate the 
child within themselves, life in the fallen world can be made easier. This is the kind of 
childhood innocence that Blake and Shakespeare envisage, innocence that all grownups 
can retain. 
The contradictory states of innocence and wickedness do not fiilly summarize 
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Shakespeare's attitudes towards childhood. His child characters can be extremely 
precocious as well. Mamillius in The Winter 's Tale is regarded as "a gallant child" 
(I.i.39) and "a gentleman of the greatest promise..." (I.i.35-36); he can read "women's 
faces" (II.i.l2) and later surprises us by his intention to tell a sad tale instead of a merry 
one. While Lady Macduff in Macbeth (1605-06) is worried about her life without 
husband, her wittier son is resigned to the harsh reality, saying, "If he [Macduff] were 
dead, you'Id weep for him: if you would not, it were a good sign that I should quickly 
have a new father" (IV. ii. 60-62), a casual statement that verges on indifference to 
parents. Arthur, the deprived nephew of King John, is taken as “[a] noble boy" (II.i.18), 
a "little abstract doth contain that large/ Which died in Geoffrey [Arthur's father] and 
the hand of time/ Shall draw this brief into as huge a volume [of virtues]" (Il.i. 101-03). 
Like Arthur, Young Marcius in Coriolanus (1607-09) is "on's father's moods" (I.iii.70), 
as seen from his "confirmed countenance" (Il.i.63) when he tortures and "mammocked" 
(Il.i.69) "a gilded butterfly" (Il.i.64). Nevertheless, all these child characters are merely 
marginal figures in Shakespeare's dramatic world/ Except for Young Marcius, they 
meet their tragic death as the play develops; we cannot witness their growth and 
initiation into adulthood. All the dead children become figures of both familial and 
national pathos. 
Given the many sides of children and youth in Shakespeare, this study aims at 
establishing the literary significance of the transition from childhood to young 
adulthood in his sonnets and plays. It is not a thematic analysis of Shakespeare's poetry 
and drama per se, but an effort to explore his multifaceted evocations of childhood and 
1 As Maijorie Garber observes in Coming of Age in Shakespeare (1981), "[tjhese are not, by and 
large, successful dramatic characters; their disquieting adulthood strikes the audience with its 
oddness, and we are relieved when these terrible infants leave the stage. We may feel it to be no 
accident that almost all go to their deaths" (30). 
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adolescence and contributions to diverse cultural representations in subsequent ages. 
For example, Shakespeare reveals a vein of the Middle Ages in his literary 
representation of childhood memory in The Winter，s Tale. Thus (as we will see further 
in Chapter Two), Polixenes's description of his boyhood is generic, typical of the 
received notion of childhood in the Middle Ages: he and Leontes are "[t]wo lads that 
thought there was no more behind/ But such a day tomorrow as today,/ And to be boy 
eternal" (I. ii.63-65). Yet we can also argue that Shakespeare somehow gives birth to the 
Romantic notion of childhood: as Polixenes recollects，"We [Polixenes and Leontes] 
were as twinned lambs that did frisk i’ the sun/ And bleat the one at th' other: What we 
changed/ Was innocence for innocence..." (I.ii.67-69). In addition, in an unconscious 
act of idealizing and repressing childhood memory such as that engaged in by Leontes 
in I.ii. 153-58 (that we will discuss at the end of Chapter Two) may even have shaped 
Freudian psychoanalysis. A full understanding of Shakespearean childhood thus 
requires a heightened awareness of the history of childhood and its cultural 
implications. 
Childhood in Culture and History 
History as we know it is never a true, objective picture of the past. Any past event 
inevitably entails compilation and shaping in order to fit in with our contemporary 
beliefs. 'The history of childhood is a nightmare from which we have only recently 
begun to awaken," writes Lloyd deMause on the first page of The History of Childhood 
(1976). The statement is subjective because deMause chooses to interpret the many 
evidences of child abuse (such as abandonment, corporal punishment, murder, incest 
and sexual abuse) in premodem and early modem periods as a nightmare. In other 
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words, on top of historical records, the child and childhood are nothing more than a 
socio-cultural construction that varies in different periods and places; the child is always 
imagined in relation to the conception of the adult (Jenks 3): "the immaturity of children 
is a biological fact of life，，，to quote from Alan Prout and Allison James, "but the ways 
in which this immaturity is understood and made meaningful is a fact of culture" (qtd. 
in Heywood 4). Throughout the history of childhood, we may notice that the further 
back we go, the depiction of childhood is more general as this early stage of life was not 
expected to exert a far-reaching influence on adulthood; rather, ancient people 
worshipped saints and took them as role models. By contrast, from the Romantic era 
onwards, childhood experience has become more specific and been understood to play 
an essential role in one's life. 
Childhood was never viewed as a significant stage of life in the Middle Ages. In 
his study of immaturity in Centuries of Childhood (1960)，Philippe Arife makes a 
sweeping assertion that "there was no place for childhood in the medieval world” (33): 
In medieval society the idea of childhood did not exist; this is not to 
suggest that children were neglected, forsaken or despised. The idea of 
childhood is not to be confused with affection for children: it corresponds 
to an awareness of the particular nature of childhood, that particular nature 
which distinguishes the child from the adult, even the young adult. In 
medieval society this awareness was lacking. That is why, as soon as the 
child could live without the constant solicitude of his mother, his nanny or 
his cradle-rocker, he belonged to adult society. (128) 
Children were not separate from the adult world; the notions of infancy, childhood, 
adolescence and adulthood were unknown to the Middle Ages. This lack of awareness 
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of childhood was evidenced by the depictions of diildren. In the world of pictorial and 
iconographic representation, children and childhood were generally missing until the 
twelfth century or, if any could be found, they strayed from our own conceptions. For 
example, the Christ Child, in a twelfth-century French wood sculpture Virgin and Child 
in Majesty, does not look childlike but exceptionally mature; the infant Jesus is more 
like a shrunken man of Divine Wisdom than a vulnerable child of innocence (Heywood 
13). Children were simply perceived as small-scale adults devoid of childhood 
characteristics. This "miniature-adult" view went along with the ancient doctrine of 
preformationism, which suggested that a developing fetus was a miniature baby; "an 
infinitesimally small grownup was contained in the egg or the sperm, and this tiny but 
perfect creature just grew and grew•"“ first into a baby, then into a child, and finally into 
the adult it was destined to become" (Harris and Liebert 82). In addition, nearly all 
written records (inclusive of histories, chronicles and literature) of the medieval world 
were predominantly related to adulthood (male adulthood in particular) while references 
on childhood and adolescence were scarcely known (Heywood 16-17). In short, there 
was no lifelike portrayal of children in medieval writings, paintings and sculptures; 
childhood was considered an insignificant and momentary phase unworthy of 
remembrance. 
There was a discovery of children and childhood in early modem period. The spirit 
of Renaissance, i.e. the rebirth of the classical past and the commencement of the 
modem period, was embodied in Renaissance discourses on childhood, which 
illuminated the interplay between the older "miniature adult" view of the child and the 
Romantic conception of the child as one's permanent source of value. On the one hand, 
children, as a reminiscence of the medieval learning, were constantly shaped as small 
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adults in diverse cultural spheres. Displayed by Titian's Clarice Strozzi (1542) and Sir 
Anthony Van Dyck's George Villiers, Second Duke of Buckingham and Lord Francis 
Villiers (1635) (two of the most frequently-mentioned portraits of the late sixteenth and 
early seventeenth century), children, boys and girls alike, despite their childlike and 
immature faces, behave and dress in the way the adults did.? What we are supposed to 
recognize here is that the children's costumes signify their "future adult social status," 
to borrow from Higonnet's word, and impending initiation into a more mature, social 
and independent self. The two young boys in Dyck's painting, for example, not only 
demonstrate their rank of aristocracy and nobility, but are also postured in a masculine, 
assertive and superior manner from which we can foresee their promising future 
(Higonnet 17). 
The emergence of capitalism in Western Europe between the fifteenth and the 
eighteenth centuries also contributed to adults' growing interest in children (Heywood 
22). For fear that the new generation would fritter their inheritance away, the 
middle-class parents were eager to equip their children (especially male offspring) with 
the skills required for future success in commercial or other fields of profession 
(Heywood 23)，and hence the rise of education. Unlike the medieval period which 
lacked the awareness of childhood. Renaissance childhood was brought to the 
foreground as schooling separated this early stage of life from other phases. Religion 
also helped attadi significance to children. As C. John Somerville notes, the "sustained 
interest in children in England began with the Puritans, who were the first to puzzle 
over their nature and their place in society" (qtd. in Heywood 22). Puritans' increasing 
interest in children, however, should not be mistaken as an appreciation. Rather, they 
2 The paintings referred to are introduced by Anne Higonnet's Pictures of Innocence: The History 
and Crisis of Ideal Childhood (15-21). 
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believed in the depravity of children, who were guilty of original sin (Heywood 22) and 
needed strict discipline. Interestingly, French Catholics held a similar view to English 
and American Puritans on this matter (Heywood 22). Probably, John Lock drew 
inspiration from the Puritan and Catholic opinion of children and further revolutionized 
the notion of childhood education 
A more sympathetic attitude to childhood and children was adopted in the 
eighteenth century. As mentioned, preformationism and innate knowledge (that is to say, 
the mind at birth has already been furnished with innate qualities such as beauty and 
God, and the capacity to perceive truth) were prevalent ideas in the premodem era 
(Harris and Liebert 83). Yet these deep-seated doctrines were shaken by John Locke，an 
English philosopher with a formidable influence on the Enlightenment. Locke proposed 
that knowledge of the world could only be accumulated through sense experience and 
reflection.^ His seminal work. Some Thoughts Concerning Education (1693)，further 
expounded his views on knowledge and the human mind in relation to children and 
education According to Locke, an infant was bom as a tabula rasa, an emply slate on 
which experience wrote unrestrainedly, and the individual character was gradually built 
up as a result of his exposure to the world. Locke argued simply that knowledge came to 
humans through the five senses, and that supposed virtues or vices had no reality. More 
significantly, Locke attended to both the physical and moital development of children 
A good education was thus indispensable because it could make ‘Ihe great Difference in 
Mankind" (Locke 83). Probably having a deep repugnance to the cruel reality of 
parental indifference, Locke encouraged parents to devote all their energies to nurturing 
and instructing children, who should neither be coddled nor whipped. Therefore, 
3 My understanding of Locke and tabula rasa mainly derives from Judith Rich Harris and Robert M. 
Liebert，s The Child: Development Jwm Birth through Adolescence (1987) (83-84). 
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childhood in the Enlightenment was seen as an important phase during which 
foundations were laid and individuality was shaped. Not unlike Prospero in The Tempest 
(1611)，Locke valued civilization or nurture as distinct from nature. 
The idealized, modem image of idyllic childhood can be dated to the late 
eighteenth century; childhood by then became important to developing a sense of one's 
self and value. Jean-Jacques Rousseau, an eighteenth-century French writer, philosopher 
and political theorist inspiring the Romantic generation, was the main precursor to 
vigorously oppose the Puritan view of original sin, in support of original innocence in 
the child. Priscilla Robertson in the first paragraph of her essay, "Home as a nest: 
middle class childhood in nineteenth century Europe," states that Rousseau got all the 
credit for "calling attention to the needs of children" because "[fjor the first time in 
history, he made a large group of people believe that childhood was worth the attention 
of intelligent adults, encouraging an interest in the process of growing up rather than 
just the product" (407). Like Locke, Rousseau theorized about how children should be 
brought up and educated. Unlike Locke who stressed the power of reasoning and the 
importance of cultured society (i.e. nurture) on children's development, Rousseau 
promoted the cult of nature, which was defined as the opposite of civilization and 
artificiality (Harris and Liebert 84). In his philosophical romance, Entile (1762), 
Rousseau further advocated that feelings should precede thinking, and that the child's 
emotions and intellectual powers should not be prematurely intellectuaUzed. In short, 
the Romantic child was bom good and should be given ample freedom to nurture 
spontaneity and to explore uniqueness. 
Rousseau's invented definition of childhood innocence was further sentimentalized 
in the Romantic period. As has long been recognized, the eighteenth-century Romantics 
11 
were by all means committed to the notion of childhood purity, even regarding childish 
idleness as an ideal. Literary historians，writers and artists alike have left us abundant 
sentimental images of the Romantic child. To quote from David Grylls's Guardians and 
Angels (1978)，children were considered "creatures of deeper wisdom, finer aesthetic 
sensitivity, and a more profound awareness of enduring moral truths" (qtd. in Heywood 
24). None will dismiss the influence of William Wordsworth's "My heart leaps up" 
(1807) and "Ode: Intimations of Immortality" (1807) on nineteenth-century notion of 
childhood, in which the oft-quoted lines— "The Child is father of the Man" and 
"Heaven lies about us in our infancy"~ figure the visionary qualities of infancy to the 
exclusion of adult world's anxiety. Portrait painters presented a new vision of children 
accordingly. Unlike the little dwarf in the case of Jesus in Virgin and Child in Majesty’ 
Anne Higonnet argues that the Romantic child body, in eighteenth-centuiy paintings, is 
in every aspect differentiated from adult sexual bodies (23). Sir Joshua Reynolds's The 
Age of Innocence (1788) that represents presexual purity and "absence of want" of the 
little girl is nicely complemented by Sir Thomas Lawrence's Portrait of Mrs. John 
Angerstein and her son John Julius miliarn (1799) where the young boy's childlike 
expression frees him from thoughts, class and gender (Higonnet 24). The title of 
Reynolds's painting resonates with symbolic significance because the age of innocence 
defines and commences an age of childhood (Higonnet 15). The differing visual 
representations of the child body and the adult body in these two paintings also signify 
the separation of the innocent child's realm from fte experienced adult's world. 
There are obvious parallels between the Romantic child and the Apollonian child. 
In Childhood (1996), Chris Jenks formulates the Dionysian and the Apollonian views of 
childhood as a way to understand childhood in different cultures and histories. The 
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Apollonian child is defined as "the heir to the sunshine and light, the espouser of poetry 
and beauty" (Jenks 73). A fountain of natural beauty and creativity, such infants are 
angelic, unspoilt primitives immune from the corruption of civilized society; adults 
should honour and even worship the child's natural goodness and clarity of vision, 
which are "the source of all that is best in human nature" (Jenks 73). In short, the 
Apollonian or the Romantic child represent humankind before the fall of the Garden of 
Eden; the Romantic childhood is constructed as a paradisiacal state of existence in 
which the adult selves (of writers and portraitists), clothed in nostalgia for the origin, 
temporarily retreat from the falling present and divert their pent-up emotion to the 
cultural production of the idealistic child. 
The Victorian age upset the invented cultural ideal of the Romantic child. Charles 
Darwin and Sigmund Freud, in their respective fields, initiated a sweeping change in the 
Western culture's understanding of childhood by defining this earliest stage of life in the 
light of instincts. 4 Darwin's The Origin of Species (1859) sent shock waves across the 
conservative Victorian community by suggesting that humans were a kind of animal, 
who evolved by natural selection, and struggle for existence took place between 
individuals and varieties of the same species. Another contribution made by Darwin was 
his thorough examination of instincts with reference to such organic beings as cuckoo, 
ants and bees. Like animals, humans were subject to instincts, a natural inborn tendency 
to behave in a certain way without conscious efforts of learning or reasoning. This 
notion exerted a profound influence on psychoanalysis. Inspired by Darwin, Freud 
believed that human infants, as little animals, were bom with instincts, which formed 
part of the id. The image of childhood innocence was in jeopardy. Overthrowing the 
4 Again, it is Harris and Liebert who establish the connection between Darwin and Freud in relation 
to instincts and suggest that Darwin is probably the source of inspiration for Freud (85-86). 
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Romantic view of the lack of sexual instincts in children, Freud in "The Sexual 
Enlightenment of Children" (1907) catalyzed debate that "the new-bom infant brings 
sexuality with it into the world; certain sexual sensations attend its development while 
at the breast and during early childhood...."^ As their ego and superego were not yet 
established, Freud boldly claimed that young infants might gratify their sexuality (and 
probably emotional needs) through stimulating genitals. On top of it all, such physical 
sensation of sexual pleasure, according to the above study by Freud, was not isolated 
from mental manifestations such as love and jealousy. In other words, children, not free 
from thoughts as the Romantics conceptualized, were capable of mature emotions long 
before their adolescence. 
There was a widespread anxiety about childhood in Victorianism. That the child of 
the Victorian age was prone to primitive pleasures and adult passions is a view that 
shares certain similarities to Jenks's image of the Dionysian child. From the religious 
point of view, infantile sexuality strongly evidences the corruption within the child and 
that children are bom in Adamic original sin. The heir of nature, wine and ecstasy, the 
Dionysian child is also supposed to "enter the world as a wilflil material force" and to 
be potentially evil (Jenks 71). Entailing more than the libidinal repository of insatiable 
desire, the id is also "the dark driving force which acts as the source of all creativity yet 
which is required to be... 'repressed' such that people can live in relation to one another 
and have some regard for the mutual incompatibility of their systems of desire" (Jenks 
72). Therefore, infants as self-centered and potentially evil creatures have to interact 
with their surroundings and sometimes be beaten into submission; nature and nurture 
are both at work when it comes to upbringings. Not unlike the Romantic view that the 
5 Select passages of "The Sexual Enlightenment of Children" are anthologized in Robert A. Nye's 
Sexuality {\999). 
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child was an important sense of one's self and values, Freud suggested that childhood 
provided the history of one's mental development and was capable of shaping the 
psychological nature of the adult. Unprecedented in his attempt to analyze the 
psychosexual stages of development, Freud allowed us to recognize the significance of 
childhood to one's later life; universal, his theory, as A. Millar puts it, "is probably valid 
for every society in every period of history" (qtd. in Jenks 73). 
Adolescence as a Period of Mourning, Confusion and Experimentation 
The assertion that "[u]ntil the eighteenth century, adolescence was confused with 
childhood" (Ari^ 25) is perhaps inconclusive, largely because adolescence in all 
periods has been a complex phenomenon, one which I conceive as a period of mourning, 
confusion and experimentation While childhood is an arcadia during which parents are 
the primary objects of affection, the advent of puberty signifies the transition to a lustful 
age and an awakening of sexuality. The subsequent transferal of love from parents to 
same-sex friends and to the opposite sex invites feelings of mourning for the loss of 
in-bom attachment and parental intimacy. The world of these developing individuals 
will expand from families to significant others. Sooner or later the impossibility of 
returning to the childhood state will have to be accepted; adolescents have to resign 
themselves to a certain degree of detachment in the parent-child relationship (Dalsimer 
6-7). 
The maturation of the body also subjects adolescents to aggressive urges and 
emotional upheaval. Anna Freud makes an extensive comment on this stormy period, "it 
is normal for an adolescent to behave for a considerable length of time in an 
inconsistent and unpredictable manner; to fight his impulses and to accept them; to ward 
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them off successfully and to be overrun by them..." (qtd. in Dalsimer 5). From a literary 
point of view, Shakespeare's Romeo and Juliet also vividly depicts the confusion and 
malaise of the young male leisured class during this transitional period. Pressured by the 
onset of puberty and the hostile community of civil unrest, such idle teenagers as Tybalt, 
Benvolio and Mercutio find no outlet for their raw energy and are therefore prone to 
irritability and belligerence. Even peace-loving Romeo alternates between different 
sorts of extreme emotions throughout the play: at the beginning, he appears to be, to 
borrow from Anna Freud's words, "more idealistic, artistic, generous and unselfish," 
having difficulty in positioning himself in the feuding society; yet as the play develops, 
prompted by the deaths of his best friend and later, his lover, Romeo becomes an 
aggressive avenger and impetuously goes for self-destruction, to draw this tragedy of 
youth to an end. However，if certain outlets are provided through which sexual and 
aggressive urges can be sublimated into dynamic forces (such as artistry and creativity), 
these young aristocrats will be valuable assets to civilization. Marina in Pericles 
(1608-09) is a case in point. Having brought up and nurtured by surrogate parents since 
infancy (and despite their later cruelty), Marina, distinguishing herself by her command 
of language (as evidenced by her power to purge Lysimachus through language in Act 
IV SCENE vi), is "trained/ In music, letters, who hath gained/ Of education all the grace,/ 
Which makes her both the heart and place/ Of general wonder" as the Gower says in the 
opening scene of Act IV (7-11). Another example is Miranda in The Tempest, who is 
similarly characterized by productive idealism (thai I will further discuss in Chapter 
One). Furthermore, with proper guidance and emotional support whether from friends, 
lovers or parents, teenagers will flower during adolescence, in spite of the very 
storminess of this period. Anna Freud similarly regards this life transition with respect: 
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Such fluctuations between extreme opposites would be deemed highly 
abnormal at any other time of life. At this time they may signify no more 
than that an adult structure of personality takes a long time to emerge, that 
the ego of the individual in question does not cease to experiment and is in 
no hurry to close down on possibilities, (qtd. in Dalsimer 5) 
Coming of age involves the process of learning to resolve conflicts and make 
commitments to other sectors of society. In short, adolescence is characterized by 
confusion, volatility and subsequent experimentation, identity formation and initiation 
into adulthood. 
With all these historical and psychoanalytic reviews of childhood and adolescence 
in mind, we are ready to explore and negotiate Shakespeare's conceptions of childhood 
to young adulthood in his works. It is generally believed that childhood in 
Shakespeare's time begins from birth to fourteen, being followed by adolescence which 
could span the years between fourteen and up to twenty five, or simply until marriage 
(Ben-Amos 11). In Chapter One, I will first establish one pole of the nature of children 
in Shakespeare's plays (romances in particular): an image of hopeful, fertile children 
consolidated by natural metaphors. Nonetheless, this chapter also addresses the other 
pole of childhood: a sense that there is something disturbing in it, in this case a sense of 
childhood sexuality, again brought out through an association with metaphors drawn 
from nature. In Chapter Two, I will continue this analysis of childhood's positive and 
negative elements and analyze how the stresses of leaving the childhood state produce, 
in Shakespearean characters, nostalgia, idealization, and even perpetuation of childhood. 
Although the age of Shakespeare's protagonists (except for Juliet, Miranda, Marina and 
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Perdita) is usually not stated, most of them are probably past their childhoods (and, in 
some cases, past adolescence) and yet they still sustain their childhood sentiments in 
their adult selves. The nature of family and childhood memory will thus be diagnosed 
because both play a significant role in the way the grownup children look back on 
childhood. Chapter Three will proceed with a discussion about the (primarily female) 
experiences of adolescence and initiation into adulthood in relation to androgyny. As 
Katherine Dalsimer notes, "Adolescence is a period of widened possibilities and of 
experimentation with alternatives, before the individual narrows the range of what is 
possible by making those commitmoits will define adulthood" (5). The very 
experimental nature of adolescence in the form of androgyny, on the one hand, exposes 
our heroines to condemnation; on the other hand，cross-dressing serves as a fruitful way 
for their comic counterparts to accommodate both admirable male and female traits in 
their growing-up selves and, during the process, acquaint themselves with the role of 
women in Elizabethan society. However, undisguising is equally essential because these 
young heroines have to depart from androgynous adolescence if they want to integrate 




"Childhood hath Saved me!"^ 
Idealization of Children 
Here lies, to each her parents' ruth, 
Mary, the daughter of their youth; 
Yet all heaven's gifts being heaven's due. 
It makes the father less to rue. 
At six months' end she parted hence 
With safety of her innocence; 
Whose soul heaven's queen, whose name she bears. 
In comfort of her mother's tears. 
Hath placed amongst her virgin-train: 
Where, while that severed doth remain, 
This grave partakes the fleshy birth; 
Which cover lightly, gentle earth! 
Ben Jonson's "On My First Daughter" (1616) 
Western literature offers varying views on the nature of children. As seen in his 
Confessions (A. D. 397), St. Augustine's theology, reverberated in Medieval and 
pre-Reformation preaching as well as in such spiritual autobiographies as John 
Bunyan's Grace Abounding to the Chief of Sinners (1666), affirms the idleness and 
depravity of children in need of strict discipline (Ben-Amos 12-13). Ben Jonson, on the 
other hand, employs an altogether different image of the child in his elegiac writing. 
Immune from the experience of the adult world, the little girl whose death Jonson 
mourns in "On My First Daughter" is portrayed by her father as a gift from God. Her 
original innocence grants her entry into heaven, just as her name bears resemblance to 
Virgin Mary. In "On My First Son" (1616)，the poet again depicts his child as the "best 
6 Originally proclaimed by Branson Alcott, the father of Louisa May, this statement is cited in 
Heywood's^ History of Childhood {25). 
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piece of poetry" bringing "joy" and "hope," however transient, to the family. Similarly, 
we can see that Shakespeare cherishes childlike qualities through his construction of 
children as the embodiment of hope, wit, vigour and beauty. Yet Shakespeare's lit^ary 
children are mostly vulnerable, their joyful childhoods constantly under the looming 
threat of reality. 
Importance of Childbirth in Procreation Sonnets 
Controversy surroimcis the issue of whether children were desired in actual practice 
in the Renaissance. "Happy is he who has no children," the fourteenth-century French 
poet Eustache Deschamps writes, "for babies mean nothing but crying and stench; they 
give only trouble and anxiety" (qtd. in Heywood 43). More importantly, the lofty ideal 
of Medieval Christianity or, to put it better, Catholicism, was renunciation of marriage 
and family life; most sexual intercourse by itself was especially beastly and evil. Yet the 
notion of sexual sin had been modified since the twelfth century and a more lenient 
view on maternity and procreation was being adopted among the Catholics, as 
evidenced by their devotion to the Virgin Mary and the increasing artistic representation 
on the affectionate tie between the mother and the infant Jesus. In the sixteenth- and 
seventeenth-centuries the Protestants prioritized wedlock and the begetting of offspring 
(Heywood 43-46). 
Perhaps like Shakespeare himself, Theseus in A Midsummer Night's Dream 
(1594-96) harbours both Catholic and Protestant sympathies on the issues of love, 
marriage and reproduction. To Theseus, women living in celibacy are "[t]hrice blessed" 
(I.i.74) for their dedication to Catholic teaching and strength of character. Nonetheless, 
this state of "single blessedness" (I.i.78) is devoid of sensual heat and offspring, and 
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hence "cold" (I.i.73), "barren" (I.i.72), "fruitless" (I.i.73) and "single." Females who 
choose this lifestyle are "[cjhanting faint hymns to the cold fruitless moon" (I.i.73). 
Therefore, young girls like Hermia, analogous to a rose being plucked whose pleasant 
scent is "distili'd" (I.i.76) to produce perfume, may rejoice over married love and the 
birth of children~"earthlier happy" (I.i.76) in short~ rather than "withering on the 
virgin thorn" (I.i.77). This argument is also true for a premature boy. Venus in 
Shakespeare's narrative poem, Venus and Adonis (1592), seduces Adonis to "[m]ake use 
of time" (129) and pluck the flower of youth since "[flair flowers that are not gathered 
in their prime,/ Rot, and consume themselves in little time" (131-32). 
In the first seventeen sonnets (1595-96), Shakespeare expresses his dread of the 
prospect of issuelessness and childlessness. In Sonnet 1, the young bachelor is accused 
of narcissism and consuming the substance of his own life (Burrow 382): 
But thou, contracted to thine own bright eyes, 
Feed'st thy light's flame with self-substantial fuel. 
Making a famine where abundance lies， 
Thy self thy foe，to thy sweet self too cruel. (5-8) 
Despite his "abundance" of beauty and family property, the man is "too cruel" to his 
"sweet sel f for not breeding and thus makes himself "a famine." And the consequence 
of self-love and self-absorption is regrettable death: "Pity the world, or else this glutton 
be,/ To eat the world's due, by the grave and thee" (13-14). These conventional 
perceptions of self-love and wasted beauty have close parallels in the Ovidian tales of 
Narcissus and Adonis. In Ted Hughes's translation of Ovid's tale, "Echo and Narcissus," 
Narcissus falls in love with his own reflection and becomes “[t]he torturer who now 
began his torture" (170): 
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I am in love with myself. 
I torture myself. What am I doing 
Loving or being loved? 
What can my courtship gain? 
What I want, I am. 
But being all that I long for— 
That is my destitution. (236-42) 
The youth's desire for himself creates an appetite that can never be satisfied, and hence 
his "destitution." As Shakespeare has warned his non-procreative friend in the couplet 
of Sonnet 1, Narcissus pines away, "[s]o finally death/ Closed the eyes that had loved 
themselves too much" (298-99). Shakespeare's Venus，positioning herself as a male 
Petrarchist, asks Adonis to reproduce himself and avoid the fate of Narcissus (Burrow 
25): 
Is thine own heart to thine own face affected? 
Can thy right hand seize love upon thy left? 
Then woo thyself, be of thyself rejected: 
Steal thine own freedom, and complain on theft. 
Narcissus so himself himself forsook. 
And died to kiss his shadow in the brook. (157-62) 
Venus and the poet probably think that Adonis and Narcissus, resisting heterosexual 
love and reproduction, are too immature and "fond," i.e. foolish: "Or who is he so fond 
will be the tomb/ Of his self-love to stop posterity?" (Sonnet 3, 7-8) The couplets of 
Sonnets 3 and 4 spell out the same idea: "But if thou live rememb'red not to be，/ Die 
single, and thine image dies with thee" and "Thy unused beauty must be tombed with 
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thee/ Which used lives th' executor to be." Sonnet 6 gives us another warning: "Be not 
self-willed, for thou art much too fair/ To be death's conquest and make worms thine 
heir" (13-14). Such words as "tomb," "grave," "die" and "death" haunt the marriage 
series. And if we read on, we will find in Sonnet 7 a suggestion of a fundamental 
solution to the young man's plight: "So thou, thyself outgoing in thy noon,/ Unlooked 
on diest unless thou get a son" (13-14). 
To Shakespeare and probably his contemporary poets, having children is equally or 
even more important than producing poems. For Ben Jonson, his son is "his best piece 
of poetry": poet and father are both makers; creative writing and giving birth alike are 
acts of conception. Similarly, Shakespeare's procreation sonnets question "whether 
poetry can provide a form of permanent beauty which would function as a substitute for 
biological reproduction" (Burrow 115). On the one hand, the beauty of the unnamed 
bachelor will only survive and remain to be the permanent source of value in 
Shakespeare's poetic output on condition that he is alive or the poet admires him and 
"write[s] the beauty of your [the bachelor] eyes，/ And in fresh numbers number all your 
graces" (Sonnet 17, 5-6). On the other hand, the friend's beauty, like the poet's love, 
may fade with time and, therefore, the sonnets will soon lose their value and credibility: 
‘That age to come would say 'This poet lies:/ Such heavenly touches ne'er touched 
earthly faces'" (Sonnet 17，7-8). In this respect, the sequence of sonnets begins with 
persuasions to marry and breed so that the beauty of the young man will survive both in 
his heir and in the poet's "rhyme": "But were some child of yours alive that time,/ You 
should live twice, in it, and in my rhyme" (Sonnet 17, 13-14). The beginning of Sonnet 
16 also declares that eternal beauty can be sustained by biological reproduction or 
poetic composition, but it is always by the former means that the young man finds the 
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greatest happiness: 
But wherefore do not you a mightier way 
Make war upon this bloody tyrant Time, 
And fortify yourself in your decay 
With means more bless紀 than my barren rhyme? 
(Sonnet 16,1-4; emphasis added) 
The same message is given: none can conquer time. As we have already seen in 
Theseus's speech, celibacy is a barren life exclusively led by priests and nuns. The 
verse will be a "barren rhyme" should the addressee remain single and childless. 
Other sonnets from this mini-sequence continue in the same appreciative vein, 
exploring the potentiality of having children to immortalize the beauty and virtue of 
their parents. Unlike virtue which is unaffected by the passage of time, the prime of 
beauty is evanescent, comparable to "beauty's rose" (Sonnet 1，2) "as the riper should 
by time decrease" (3). Only through "increase" (Sonnet 1,1), i.e. procreation, can the 
young man perpetuate his fame and beauty for “[h]is tender heir might bear his 
memory" (4); in other words, the offspring will carry the father's memory and 
reproduce his beauty and manner. Sonnet 9 similarly encapsulates the regenerative 
power of children: "[b]y children's eyes" (8) we will have "her [the widow] husband's 
shape in mind" (8). Memoiy calls to mind the father's beauty, the same beauty 
re-experienced by those still alive. 
Renaissance England also conceived children to be the life-blood restoring their 
parents' vitality. In contrast with the declining physique and power to reason of old age, 
childhood in early modem England was idealized as a promising and flourishing period, 
flourishing not only in terms of children's beauty and wit but their strength. Henry 
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Cuffe develops this idea by linking children with hotness and "strength of body and 
mind," the elderly with "cold and troublesome winter" (see Ben-Amos 20). The 
beginning of Shakespeare's Sonnet 2 similarly suggests that the youth will regret his 
lost beauty and vigour when in his middle and old age if he does not produce a "fair 
child": 
When forty winters shall besiege thy brow, 
And dig deep trenches in thy beauty's field, 
Thy youth's proud livery so gazed on now 
Will be tattered weed of small worth held... (1-4) 
Although sunken with the passage of time, "all the treasure of thy [the young man] lusty 
days" (6) can still be raised when he sees his own blood vigorously alive in his offspring 
("And see thy blood warm when thou feel'st it cold" in line 14). Believed to be hotter 
and moister, children will rejuvenate their cold and dry parents threatened by the 
approach of old age, and hence imminent death: 
As fast as thou shalt wane, so fast thou grow'st 
In one of thine, from that which thou departest. 
And that fresh blood which youngly thou bestow'st 
Thou mayst call thine, when thou from youth convert est. 
Herein lives wisdom, beauty, and increase; 
Without this, folly, age, and cold decay. (Sonnet 11, 1-6) 
While sexual reproduction may shorten men's lives according to a Renaissance belief, 
the poet suggests the loss of semen and blood of his young friend will be replaced in the 
form of his son who not only possesses "wisdom" and "beauty," but also youthful 
vigour of producing future generations ("increase"). Children embody a sense of hope 
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for the future. 
Another metaphor Shakespeare uses draws an analogy between having children 
and planting a garden, as we will see later in this chapter, this particular metaphor is 
especially fruitful for his conception of childhood. In his poetry and drama, Shakespeare 
is conscious of comparing blossoming children to the abundant nature. Sonnet 16 is a 
case in point: 
Now stand you on the top of happy hours. 
And many maiden gardens, yet unset, 
With virtuous wish would bear your living flowers. 
Much liker than your painted counterfeit... (5-8) 
The association of a bride with a garden is commonplace in Renaissance England, an 
idea which is directly borrowed from the Song of Solomon 4:12 century BCE): "My 
sister my spouse is as a garden inclosed, as a spring shut up, and a fountain sealed up" 
(Burrow 412). As re-presented by Shakespeare, a single woman is a maiden garden not 
furnished with plants ("unset"), while a bride, like a garden subjected to husbandry, will 
"[w]ith virtuous wish" bear healthy children ("living flowers") for the fair youth. 
Serving as "lines of life," the friend's future kin will be his ouMines or living depictions 
“[m]uch liker than your [the friend] painted counterfeit," but his blood/切es will also 
survive in the child, just as his beauty will be immortalized in lines of verse. 
Children as Moral and Cosmic Power 
Children in Shakespeare's romances are mostly characterized by humanity and 
empathy. Despite being overshadowed by Prospero throughout The Tempest, Miranda is 
"the complete embodiment of sympathy" (Tillyard 56). In the opening act of this 
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romance, Miranda suffers to see Prospero "[p]ut the wild waters in this roar" (I.ii.2), 
trusting in him to have the power to "allay them" (I.ii.2): 
MIRANDA. O, I have suffered 
With those that I saw suffer! A brave vessel. 
Who had, no doubt，some noble creature in her. 
Dashed all to pieces. 0，the cry did knock 
Against my very heart! Poor souls, they perished. 
Had I been any god of power, I would 
Have sunk the sea within the earth or ere 
It should the good ship so have swallowed and 
The freighting souls within her. (I.ii.5-13) 
For the girl, the men whom she thinks drowned are "some noble creature." Miranda's 
great respect for human lives bespeaks her humanity, the highest moral order of nature. 
In her act of appealing to God's power, Miranda seeks "to create, to mend the work of 
destruction she has witnessed" (Tillyard 56). Children's passion for human lives and 
moral strength further empower them to confront adversity. In Act III SCENE i, both 
Ferdinand and Miranda are willing to make a sacrifice for each other in the log-bearing 
task. Although it is "painful" (Ill.i.l) to bear logs for Prospero, Ferdinand "makes my 
[his] labours pleasures" (III.i.7) when thinking of Miranda ("sweet thoughts do even 
refresh my labours" in III.i.l4). This scene arouses Miranda's deepest sympathetic 
affection so that the girl is ready to share Ferdinand's pain by offering to carry logs for 
him. Miranda's sensitivity to human feelings is entirely appropriate to this child of 
nature and nurture. 
In another late romance, Pericles, Shakespeare explores the child's healing and 
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purging power. The name and naming of Marina bears symbolic significance. Since the 
girl was bom at sea when her mother dies, Pericles names her Marina, a name which 
may imply an oceanic feeling (a fantasy of returning to mother's womb), as well as 
ideas of baptism, alleviation of pain and purging of original sin as jealousy, greed and 
lust looming over the play. Lysimachus's casual, nasty remark in IV.vi.43-44 ("she 
would serve after a long voyage at sea," literally meaning that Marina is just the thing 
for a man who is sexually ravenous) also acts as an ironic contrast to the name of this 
virtuous girl. Although being rescued by pirates and raised only to be introduced into 
prostitution, Marina is a rose "never plucked yet" (IVvi.41) and even has "divinity 
preached" (rV.vi.4) in the brothel, just as the Bawd yells out in irony in Act IV, SCENE vi, 
"She's able to freeze the god Priapus and undo a whole generation..../ she would make 
a puritan of the devil if he should cheapen a kiss of her" (IV.vi.3-10). By appealing to 
her future husband's self-esteem and self-respect ("honour" in IV.vi.93)，Marina 
attempts to re-create his mind and exhorts him to virtue: 
MARINA. If you were bom to honour, show it now; 
If put upon you, make the judgment good 
That thought you worthy of it. (IV.vi.93-95) 
Marina's nobility (in speech and character) suppresses Lysimachus's desire to take her 
virginity and saves him from moral corruption ("Had I brought hither a corrupted mind,/ 
Thy [Marina] speech had altered it" in IV. vi. 105-06). The brothel turns out to be the 
locale where Marina acts like a priestess with her total devotion to Diana/ although she 
is blissfully married to Lysimachus afterwards. 
7 Harold Bloom, in his Shakespeare: The Invention of the Human (1998), suggests "there are only 
two deities in Pericles, Neptune and Diana，and Diana wins.... I suppose that Diana's triumph is 
operatic enough, as is Marina's victory over both the staff and the clientele of the brothel" (605); 
Marina's chastity and divine virtue is a result of Diana's protection. The critic also highlights the 
"grave, formal, and priestess-like" sentiment of Marina in the two recognition scenes (612). 
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A virtuous child also acts like a therapist who helps parents emerge from trauma. 
W. H. Auden, in his lectures on Shakespeare, characterizes the playwright's late 
romances: "Everything in the plays [Pericles and Cymbeline] is directed toward the 
final scene in which reconciliation takes place. What is past gives the reconciliation 
scene its power. Either a relation is changed from bad to good, or through suffering, it is 
valued and treasured more than it was before" (Auden 282-83). In Pericles, Pericles 
adores his daughter, thinking that she is "godlike perfect" (V.i.211) and "dost look/ Like 
Patience gazing on kings' graves and smiling/ Extremity out of act" (V.i. 140-42). Her 
modesty and divine virtue dissolves Pericles，s rigidity. The revelation of Marina's 
identity is closely followed by Pericles's re-initiation into the world of joy and affection: 
"Lest this great sea of joys rushing upon me/ O'erbear the shores of my mortality/ And 
drown me with their sweetness’，(V.i. 197-99). But it is the final recognition scene that 
vividly presents the girl's restorative power. Both the mother and daughter undergo 
(apparent) death at sea and subsequent re-birth. After fourteen years' separation, the 
married couple ages and displays the process of growing towards death. Like Perdita 
who physically resembles Hermione, Marina, as the living depiction of Thaisa, is "a 
manifestation of the eternal renewal of life" (Bevington xxviii). Her forthcoming 
marriage brings spring and restores the marital happiness to the aging couple. 
The Flower of Shakespearean Children in the Countryside 
As we have seen in the introductory chapter, the Western tradition, the Romantic 
period in particular, has long perceived children to embody a certain special goodness 
and purity that serves as an antidote to a fallen world. In Christianity, according to 
Susan Navarette, children are honoured "as almost prelapsarian beings, who are closer 
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to God than any adult can be" (see Westfahl and Slusser x). Shakespeare too attaches 
sentimental values to children in order to foreground their innocence, spontaneity and 
power to transform the older generation. This idealistic conception and construction of 
children perhaps contributes to the later Romantic discovery of original innocence and 
reverence for children. 
Furthermore, in all of these formulations, ranging from Christianity to Shakespeare 
and to Romanticism, children are frequently associated with nature, and such nature is 
contrasted to a fallen social world. For example, children in Shakespeare's plays, 
romances in particular, are exemplifications of physical fertility and a hope for the 
future. Despite the hostile environment that she was bom in, Perdita, in The Winter ’s 
Tale, is esteemed as "... a goodly babe,/ Lusty and like to live" (II.ii.26-27) who, 
according to Paulina, should be "[flreed and enfranchised" (II.ii.62) "by law and 
process of great nature" (II.ii.61). Her birth shows the blessing of nature and thus eases 
the tension of the courtly life of Sicilia. Perdita's "lusty" vigour foreshadows— 
unrealistic as this hope might be if we consider the reality of premature death in the 
period— that she will have a long and promising life ahead. This newly-bom princess 
will not only bring hope and optimism to the corrupted kingdom of Leontes but also to 
the idealized pastoral world of Bohemia. In Act III SCENE iii, while the Clown 
witnesses the tragic death of Antigonus, the Shepherd is in luck to have Perdita along 
with gold and money: 'Thou mett'st with things/ dying, I with things new bom" 
(Ill.iii. 111-12). "The scene，” writes W. H. Auden, "has archetypal symbols of death, 
rebirth, beasts of prey, luck" (294). The presence of the baby girl transforms the world 
of horrific destruction to that of joy and vitality. 
Children exemplify the notion of spring as the blush of nature. Camillo in Act IV 
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SCENE iv conceives that Perdita is spring personified: "He tells her something/ That 
makes her blood look out. Good sooth, she is/ The queen of curds and cream" 
(rV.iv. 159-61). The meeting of the young lovers in the Bohemian rustic world is 
symbolic of joy and festivity: 
FLORIZEL. These your unusual weeds to each part of you 
Does give a life; no shepherdess, but Flora 
Peering in April's front. This your sheepshearing 
Is as a meeting of the petty gods. 
And you the queen on't. (IV.iv.1-5) 
The holiday attire ("unusual weeds") of the couple illuminates their innate purity and 
robust vitality: Florizel dresses like a rustic lad "obscured/ With a swain's wearing" 
(IV.iv.8-9) while Perdita is garlanded with flowers. Furthermore, the disguise name of 
the young prince, "Doricles," bears a certain rustic charm and his original name, 
"Florizel," literally suggests "the flowers of spring." Since the scene takes place in late 
August, Perdita regrets that the flowers of spring, obviously out of season, are not 
available to be given to Florizel and the younger shepherds; she wishes she "had some 
flow'rs 0，the spring that might/ Become your [Florizel] time of day..." (IV.iv. 113-14). 
One especially interesting aspect of Shakespeare's depiction of childhood is that 
the setting of countryside accompanies and adds to children's natural charm. Perdita and 
Florizel are Nature personified; the spirit of spring is to be consummated in this 
beautiful couple. While Autolycus's spring song at the beginning of Act IV SCENE iii 
details a plan to steal linen (an act which may undermine the idealistic conception of 
Mother Nature as a nurturing power of human benignity), he, after all, conveys wise 
messages of the cycle of seasons and of life and death in the human world: "When 
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daffodils begin to peer,/ With heigh, the doxy over the dale!/ Why, then comes in the 
sweet 0’ the year,/ For the red blood reigns in the winter's pale" (IV.iii.1-4). The advent 
of spring, "the sweet 0’ the year," marks the end of winter; so too the younger 
generation with "the red blood" flowing in their veins "reigns" over their parents and 
metaphorically overcomes "the winter's pale." To put it in another way, the presence of 
Perdita and Florizel marks the shift from winter to summer because the young people 
will restore spring to their parents who reach the winter of their lives. Like the couplet 
in Sonnet 2 as mentioned ('This were to be new made when thou art old,/ And see thy 
blood warm when thou feel'st it cold"), the children's fresh blood will, metaphorically 
speaking, infuse into the old vessels of Leontes, Hermione and Polixenes. Furthermore, 
the children of nature embody a promise of procreation and redemption: Perdita and 
Florizel will create heirs for Leontes and Hermione, re-enact the latter's marriage 
(Tillyard 22) and re-create their parents' mind. The restorative power of children 
transmutes the old horrors of the winter's tale. 
To further shed light on the boundless energy of young children and their strong 
connection to the abundant nature, Shakespeare draws upon the pastoral tradition of his 
day, of which Sir Philip Sidney's "Arcadia" (1590) and Sir Edmund Spenser's "The 
Faerie Queen" (1596) are the best known examples. The world in the pastoral is stylized 
and idealized: Mother Nature seems lavish; shepherds and shepherdesses are forever 
young; the season is always spring—usually May (Beaty and Hunter 847). In 
Christopher Marlowe's "The Passionate Shepherd to His Love" (1600)，for instance, the 
shepherd sings of the eternity of spring ("The shepherd swains shall dance and sing/ For 
thy delight each May morning" in lines 21-22), endowing his love with the fertility and 
plenty of this season: 
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And I will make thee beds of roses 
And a thousand fragrant posies, 
A cap of flower, and a kirtle 
Embroidered all with leaves of myrtle... (9-12) 
Like this passionate shepherd, Florizel in the sheep-shearing feast in The Winter 's Tale 
also admiringly idolizes Perdita as Flora, the goddess of the Spring. "Peering in April's 
front," this lost heiress of Sicilia acts like a queen in possession of divine grace, and 
“[d]oes give a life" to her surroundings. 
Clearly, associating children with nature allows Shakespeare to emphasize 
children's generative and regenerative attributes. In the playwright's conception, the 
younger generation is not only the flower of spring but they are also given powers of 
creation, regeneration and resurrection. E. M. W. Tillyard, in his seminal study, 
Shakespeare，s Last Plays (1938)，summarizes the dramatic structure of Shakespeare's 
romances with a brief reference to his great tragedies: "[t]here is reconstruction after 
disintegration" and "it is precisely this sense of renewal that accounts for the peculiar 
tonic effect of the greatest tragedy" (16). And the critic continues to note that "a 
complete regeneration，’ has not been achieved until the late romances, in which we are 
presented with a general scheme of prosperity, destruction, re-creation and a fairer 
prosperity (Tillyard 26). Again, in The Winter ’s Tale, Shakespeare explores the theme of 
"the cycle of growth, decay and regeneration" of humankind and Mother Nature (Bhatia 
108). In distributing flowers and garlands to her guests, Perdita expresses her sympathy 
with nature's abundance: 
PERDITA. O，Proserpina, 
For the flow'rs now that, frighted, thou lett'st fall 
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From Dis's wagon! Daffodils, 
That come before the swallow dares, and take 
The winds of March with beauty. . . (IV.iv. 116-20) 
Like Miranda who is also associated with Ceres in Act IV SCENE i of The Tempest, 
Perdita draws our attention to the archetypical figure of fertility in Greek mythology. 
When gathering flowers in her garden, Proserpina, the daughter of Ceres and also 
known as the patroness of fertility, is stolen away by Dis to Hades and returns to earth 
every spring. Proserpina's return signals the coming of spring, which purifies and 
renews the earth and human souls. An emblem of Proserpina, Perdita hopes that the 
daffodils Proserpina leaves behind will bloom before the arrival of the swallow and 
charm the winds of March with their beauty. Her healthy sensuality and concern with 
resurrection of nature suggest that she is the creative power of nature. 
If children are associated with nature and nature with pastoral and countryside 
settings, then the conflict between city and nature in Shakespeare and in his 
environment signifies the difficult transition from childhood to adulthood. Situated in a 
city state economy of Renaissance Verona, Shakespeare's adolescents in Romeo and 
Juliet are at the crossroads of a world which was once agrarian and is becoming more 
commercial and mercenary. The conflict between the rural and urban way of life (the 
word "traffic" in the prologue, though literally meaning the business of the play, may be 
fancifully read as the early modem cityscape) marks the advent of early capitalism and, 
by extension, symbolizes "the fearful passage" (The Prologue, 9) of teenagers who are 
caught between childhood of peace and adulthood of disorder. If Paris is regarded as a 
flower by Lady Capulet ("Verona's summer hath not such a flower" in Act I SCENE iii)， 
Romeo, like Juliet, is esteemed by Nurse as a gentle lamb: "He is not the flower of 
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courtesy, but，I'll warrant him, as gentle as a lamb" (II.v.43-44). Like Leonard Whiting's 
Romeo in Franco ZefFirelli's filmed adaptation, Romeo in Shakespeare's text positions 
himself as the flower child, advocating universal love and peace. The debut of Romeo~ 
whether in the text or in this film— stresses his sensitive, reflective and peace-loving 
nature. Thus, while his kinsmen are preoccupied with the bloody feud, lovesick Romeo， 
lingering around in nature, either "[steals] into the covert of the wood" (Li. 128) or 
"locks fair daylight out,/ And makes himself an artificial night" (I.i. 142-43). The 
masterful manhood of other Venetians, such as Mercutio and Tybalt, serves as a contrast 
to Romeo's non-aggressive pacific masculinity. His line, "Here's [the fray] much to do 
with hate, but more with love" (I.i.l78), expresses Romeo's contempt for violence and 
hatred, and it also conveys his relatively childish personality and his unsuitability for 
the complex political alliances that characterize his community. 
In this play, at least, children, although jeopardized, are capable of combating and 
even recreating the degenerate, metropolitan adult world. As the symbols of love and 
forgiveness, Romeo and Juliet sacrifice themselves in order to reverse their parents' 
ancient hatred. Despite his disapproval of Romeo's swaying passion. Friar Lawrence 
cherishes a rather unrealistic hope that the "alliance" (II.iii.93) of the teenage lovers will 
reconcile their families and ' ium your [Romeo and Juliet] households' rancor to pure 
love" (II.iii.92). When Romeo is challenged to a duel in Act HI SCENE i，we see his 
desperate attempts to stop the fighting and promote peace and love: 
TYBALT. Boy, this shall not excuse the injuries 
That thou hast done me; therefore turn and draw. 
ROMEO. I do protest I never injured thee. 
But love thee better than thou canst devise 
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Till thou shalt know the reason of my love; 
And so, good Capulet, which name I tender 
As dearly as mine own, be satisfied. (III.i.67-73) 
Instead of marriage as is the Friar's original intention, nevertheless, it is the death of the 
teenage lovers that reintegrates their parents into community.^ The prologue has already 
shaped our expectation that the lovers' early death will "bury their parents' strife" (8). 
The causal relation between sacrifice and rejuvenation in the prologue finds its 
counterpart in the final scene: the Prince shouts out the punishment of Montague and 
Capulet, "See what a scourge is laid upon your hate,/ That heaven finds means to kill 
your joys with love" (V.iii.292-93). Destruction is followed by the regeneration of 
society and the recreation of a peaceful mindset. Capulet's wish of shaking Montague's 
hand ("O brother Montague, give me thy hand./ This is my daughter's jointure..." in 
V.iii.296-97) is a sign of communal love; Montague "will raise her statue in pure gold" 
(V.iii.299) to glorify "true and faithful Juliet" (V. iii. 302). Anew way of life will begin 
after the havoc wrought by the "ancient grudge" (Prologue, 3). 
It seems that in Shakespeare, childhood is seen as a desired and joyful condition, 
but also a threatened one. Since he employs nature imagery, in particular the flower, to 
depict blooming children, Shakespeare may also want to stress, by the use of this 
metaphor, this simultaneous delicacy and fragility. Juliet's youthful life acts as a 
contrast to her father's old age, an antidote to his approaching death. A sense of hope is 
embedded in her images of liveliness: 
CAPULET. Earth hath swallowed all my hopes but she; 
She is the hopeftil lady of my earth. (I.ii.15-16) 
8 Garber takes death and mourning as both rites of separation and incorporation: "for the deceased, 
incorporation with those who have died before them, and for the mourners, reintegration into normal 
society" (5). 
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Yet at the same time, the lines imply that all Capulet's children died in infancy save 
Juliet. Later, Capulet reminds us that, like his other children, Juliet too has died in the 
very flower of her youth: "Death lies on her like an untimely frost/ Upon the sweetest 
flower of all the field" (IV. v.28-29). There are many Renaissance undercurrents of such 
sudden and untimely death in the precious period of adolescence. Similar language and 
sentiment can be located in Robert Herrick's carpe diem poem, 'To the Virgins, To 
Make Much of Time" (1648). Here the poet writes, "Gather ye rosebuds while ye may,/ 
Old time is still a-flying;/ And this same flower that smiles today,/ Tomorrow will be 
dying" (1-4).^ By comparing a young girl to "the sweetest flower of all the field," 
writers like Shakespeare and Herrick alert us to the beauty but delicacy of children. 
Nature as a Locale for Sexual Rites of Passage 
The metaphoric relationship between nature and children is more complex than has 
been sketched so far. If nature is the realm of energy, compassion, and far-sightedness, it 
is also predominantly the realm of procreation� and this involves a quality that is 
9 The rest of the poem is as follows: 
The glorious lamp of heaven, the sun. 
The higher he's a-getting. 
The sooner will his race be run. 
And never he's to setting. 
That age is best which is the first. 
When youth and blood are warmer. 
But being spent, the worse, and worst 
Times still succeed the former. 
Then be not coy, but use your time. 
And while ye may, go marry: 
For having lost but once your prime. 
You may forever tarry. 
The word "nature" also has connotations of sexual desire and libido. For example, in Confessio 
AmatUis, Gower writes, "A king shall modifie/ The fleisschly lustes of nature" (VI.4211) (qtd. in 
Oxford English Dictionary Online). 
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decidedly not an idealistic aspect of childhood, that is to say childhood sexuality. In 
numerous Shakespeare's plays, the fear of this phenomenon is extreme, particularly on 
the part of fathers (like Shakespeare himself). In The Tempest, the domineering father 
holds on to his pubescent daughter when she is desired by her prospective husband. 
Unlike Marina in Pericles whose father leaves her under the care of others and Perdita 
who is cast away in infancy, fifteen-year-old Miranda has spent twelve years on the 
island in the company of Prospero and is in every way protected by this father-tutor. He 
is so over-protective that even the spirits (namely, Ariel and Caliban) on the magical 
island yeam to be free. Prospero，s watchful austereness derives from his insecurity, his 
parental responsibility, his mistrust of young people and more from his grave view of 
nature, as the father thinks that nature lacks ethics and tempts children to breed. The 
child of the witch and the devil, Caliban is "not honoured with/ A human shape" 
(I.ii.285-86) and represents "untutored nature" (Bevington 509). His physical deformity 
as a half man and half beast is in line with his wicked nature, an unnatural combination 
of undeveloped humanity and overdeveloped bestiality, and this is evidenced by 
Caliban's attempt to rape Miranda. Although Caliban is not strictly a human child, his 
unlicensed sexual appetite alerts Prospero to the possible erotic tendency of children's 
affection. 
As a consequence of parental fears about the close linkage of childhood, nature, 
and sexuality, Shakespearean fathers often seek to restrain their children, keeping them 
in a state of innocence that is not entirely natural. As Lysander sighs in A Midsummer 
Night's Dream—'The course of true love never did run smooth" (I.i.l34)— true love 
also comes with pain in the case of Ferdinand and Miranda Parental opposition, a motif 
frequently seen in the mode of comedy, is also employed in this romance. In spite of his 
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approval of Ferdinand to be his future son-in-law, Prospero tests the young man's 
strength of love by making him undergo several ordeals like those assigned to Caliban. 
Moreover, the father sternly warns the young couple, Ferdinand in particular, against 
premarital lust: 
PROSPERO. ... If thou dost break her virgin-knot before 
All sanctimonious ceremonies may 
With full and holy rite be ministered. 
No sweet aspersion shall the heavens let fall 
To make this contract grow; but barren hate. 
Sour-eyed disdain, and discord shall bestrew 
The union of your bed with weeds so loathly 
That you shall hate it both. (IV.i. 15-22) 
The images of "weeds" and weedy gardens in Shakespearean sense refer to unrestrained 
sexuality. Although Ferdinand claims that even "worser genius" (IV.i.27) "shall never 
melt/ Mine honour into lust" (IV.i.27-28), Prospero worries that 'The strongest oaths are 
straw/ To the fire i' the blood" (IV.i.52-53). Since chastity was highly valued in 
Shakespeare's time, the above threats point to Prospero's fear of young people's 
sexuality. 
However, although adults in Shakespeare's plays often fear sexuality in the young, 
it is possible to retain, in Shakespeare's world, an association of sexuality, nature, and 
childhood which is less menacing to social and religious order. In this light, children's 
sexual longing in Shakespeare is not perverse but a natural expression of compassion. In 
The Winter ’s Tale, Perdita's and Florizel's love blossoms in the countryside setting. To 
prove his faithfulness before marriage, Florizel vows that "...my desires/ Run not 
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before mine honour, nor my lusts/ Bum hotter than my faith" (IV.iv.33-35). After all, a 
prince can easily take advantage of a shepherdess in the wood. His wish of protecting 
the girl's virginity is natural，but signifies true love and sympathy. And there is a mutual 
understanding between the young couple when Perdita frankly talks to Polixenes about 
Florizel's "Desire to breed by me [Perdita]" (IV.iv.103). The shepherdess similarly 
exemplifies original virtue and healthy sexuality in her yearning for the flowers of 
spring to cover Florizel: 
FLORIZEL. What, like a corpse? 
PERDITA. No，like a bank for Love to lie and play on. 
Not like a corpse; or if, not to be buried. 
But quick and in mine arms. Come, take your flowers. 
[Giving flowers.] 
(IV.iv. 130-32) 
The significance of Perdita's lines lies in her elevation of physical intimacy to the 
fruitful consummation of true love, as acutely opposed to the two kings' sinister views 
of mature sexuality. 
The challenge then, faced by both adults and children, is how to transform pure 
childhood passion into adult sexuality without harming it. In talking to Paris, his 
prospective son-in-law, Capulet discusses the care with which young girls must be 
nurtured as their sexuality emerges. Although Capulet thinks his only daughter is not of 
marriageable age, his language is affectionate and suggestive of fruition: 
CAPULET. My child is yet a stranger in the world. 
She hath not seen the change of fourteen years; 
Let two more summers wither in their pride 
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Ere we may think her ripe to be a bride. 
PARIS. Younger than she are happy mothers made. (I.ii.8-12) 
The dominant metaphor Shakespeare uses here and elsewhere is that of the ripening 
fruit, connecting childhood to the innocence and beauty of the countryside." Juliet is a 
fruit in need of nurture and the father hopes to delay her ripening. Unlike Prospero, 
Capulet sees nature and childhood sexuality as innocent. Yet Paris's reply suggests that 
even thirteen-year-old Juliet is capable of childbearing. ^ ^ The tension between Paris 
and Capulet stresses the difficulty of satisfying both men's sense of childhood nature; to 
Capulet, the natural Juliet is not yet ready for sexuality and he may be naive in thinking 
this; clearly, Paris considers him naive, and Juliet, as if to contradict her father's 
expectation, falls in love with Romeo after this scene. At the same time, however, 
Paris's sense of Juliet's natural sexuality is even more misguided; he considers the girl a 
ready breeder rather than, as Romeo and the reader see her, as an angelic being, natural 
in her instinctive passions and loyalties. 
Perhaps one can reconcile the conflicting notions of innocence and sexuality in 
nature and childhood by seeing the countryside as a locale where childhood affection 
and sexuality can ripen appropriately. In the well-known balcony scene in Act II SCENE 
11 of Romeo and Juliet, Juliet again is depicted as a rare exotic fruit nurtured behind high 
orchard walls, and it is now a young man, not Eve, who would pluck the forbidden fruit, 
which is a reversal of the myth of the Garden of Eden” Further departing from the 
“Throughout Romeo and Juliet, Juliet is affectionately addressed by the Nurse as "lamb" and 
"ladybird," both of which are metaphors of the countryside. 
12 Shakespeare is probably content to make Juliet a virginal, innocent girl figure younger than Virgin 
Mary. In order to strengthen the quickness of Juliet's physiological and emotional maturation, 
Shakespeare alters Arthur Brook's Tragicall Historye of Romeus and Juliet (1562), an important 
source for Romeo and Juliet, by lowering the girl's age from sixteen to thirteen. 
13 The settings of the orchard in Romeo and Juliet, the magical island in The Tempest and the 
Bohemian countryside in The Winter 's Tale are loaded with sexual symbolism. Garber's Coming of 
Age in Shakespeare notes that "Of all the symbols Shakespeare uses to denote sexual activity and 
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myth is that the orchard scene unveils the interplay of the couple's integration of 
childlike innocence and sexual maturity instead of the fall of mankind: 
ROMEO. O, wilt thou leave me so unsatisfied? 
JULIET. What satisfaction canst thou have tonight? 
ROMEO. Th' exchange of thy love's faithful vow for mine. 
JULIET. I gave thee mine before thou didst request it; 
And yet I would it were to give again.... 
My bounty is as boundless as the sea. 
My love as deep; the more I give to thee, 
The more I have, for both are infinite. (Il.ii. 125-35) 
Here Juliet departs from the ideals of female silence and Romeo from the model of 
aggressive masculinity (Roberts 52-54). The young lovers, valorized as freedom fighters, 
exclude themselves from a feuding society, confining themselves in the private space of 
spontaneity and love. The teenagers' sexual anticipation may remind us of another poem 
by Herrick, "Upon Julia's Clothes" (1648): 
Whenas in silks my Julia goes. 
Then, then (methinks) how sweetly flows 
That liquefaction of her clothes. 
Next, when I cast mine eyes and see 
That brave vibration each way free, 
sexual rites of passage in the plays, the most traditional of all is the walled garden.... The traditional 
biblical description of the bride as a hortus conclusus, a 'garden inclosed' (Song of Solomon 4:12), 
becomes in his plays a geographical emblem of virginity and a locus for sexual initiation. The terms 
'garden' and 'orchard' at this period both refer to an enclosed plot of land devoted to horticulture; 
'orchard' derives etymologically from Latin hortus and Anglo-Saxon yard. It is in such settings in 
the plays, almost inevitably, that love is sworn and affections given" (163-64). 
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O how that glittering taketh me! 
Both the poem and the tragedy toy with our imagination of the soft, luxurious female 
body and her undressing. Adolescent sexuality, again, is thought to be a healthy delight 
rather than an original sin. 
If the sexual energies of the young are properly nurtured, they are capable of 
incorporating their spontaneous love and desire into the law of nature. Ferdinand's 
sexual longing is contained in his sense of morality because Miranda's chaste innocence 
is deeply embedded in his consciousness: "The white cold virgin snow upon my heart/ 
Abates the ardor of my liver" (IV. i.55-56). The wedding masque further unites the spirit 
and flesh of the couple. During the reigns of Queen Elizabeth and King James I, 
masques were popular courtly dramatic entertainment. Lavish costumes, together with 
poetry, music and dancing, contribute to spectacular scenic effects or "a most majestic 
vision" (IV.i. 118) as Ferdinand praises. In The Tempest, the Greek goddesses, Ceres 
(represents earth and fertility). Iris (water and rainbow) and Juno (sky and queen of the 
gods) celebrate "a contract of true love" (IV.i.84), singing a song to bring promises of 
"marriage blessing" (IV.i. 106), "foison plenty" (IV.i. 110), rejuvenation and celestial 
harmony. Spring, personified by Proserpina, is brought back to the earth so that 
"[s]carcity and want shall shun you [Miranda and Ferdinand]" (IV.i. 116) and "they may 
prosperous be/ And honoured in their issue" (IV.i. 104-05). The song representing the 
moral wisdom of the higher cosmic order encapsulates the couple's healthy sexuality 
and natural innocence. Moreover, marriage turns natural childhood sexuality gracefully 
into something adults and society can approve of. In other words, nurture is a way of 




Growing Up in Shakespeare: Nostalgia for Origin 
As we have seen in Chapter One, Shakespeare, to some degree, is the precursor of 
Romanticism. His young characters, like figures in a Romantic poem, have the power to 
re-establish order and harmony for their families and the society as a whole. 
Furthermore, in Shakespeare's drama, especially in his romances, nature plays a similar 
role as in Romantic poetry. As represented by settings such as the country of Bohemia 
and Prospero，s island, the countryside is an indispensable asset in nurturing children's 
innocence and healthy sexual energy. We can say furthermore that, at least in the 
romances, these pastoral sites celebrate not only children themselves, but also the 
family units in which children are embedded: familial love becomes a source of human 
forgiveness and reconciliation. At the same time, however, Shakespeare never insists 
that childhood innocence and purity can be maintained forever. In the course of growing 
up and learning to be open to life, young adolescents and grown-up people alike waver 
between the less savory worlds of adulthood (represented by such forces as the court 
and early capitalist society) and the joys of childhood (in the form of magical rural 
zones). Hence, it is understandable that, as children grow older, they tend to have a 
retrospective and nostalgic view of the past. As Garber puts it, "the condition of 
childhood is described in the plays retrospectively~either in passages of nostalgic 
reminiscence, or at moments of dramatic choice, when the identity of the child as 
obedient follower of its parent is called into question" (30). Rites of passage from 
childhood to adulthood require strength of character and self-knowledge. To face the 
adult world of experience, one needs emotional support, in the form of parents, mentors, 
and companions. And especially if none of these are to be found, an (idealized) 
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childhood memory seems crucial. 
Prolongation of Childhood through Attachment to Family 
The very portrayal of the Shakespearean family often seems nostalgic from the 
start, full of family interaction, especially filial affection, and emotional 
interdependence. As C. L. Barber notes in 'The Family in Shakespeare's Development: 
Tragedy and Sacredness," "Shakespeare's art is distinguished by the intensity of its 
investment in the human family" (188); the theme of family relations figures in at least 
two-thirds of his plays. However fragile and tenuous they appear, emotional bonds 
between parents and children are foregrounded in Shakespeare's tragedies and late 
romances. Although most of Shakespearean protagonists are neither infants nor children, 
Ophelia, Cordelia, Edgar, Coriolanus and Romeo can be seen as, to borrow from Derek 
Brewer, examples of "the developing child" (61), constantly relating themselves to 
parents or surrogate parents, as if they yeam for retreating to childhood during which 
parents are all the world to them. 
Amicable parent-child relations are often characteristic of the Shakespearean 
family. At the beginning of Romeo and Juliet, Capulet positions himself as a moderate 
father, expressing his earnest concern for Juliet's future happiness. In his response to 
Paris，s appealing marriage proposal, Capulet clearly indicates that his primary concern 
is not money; rather, it is Juliet's emotional needs the father cares for. Much at odds 
with the social practice of family alliance, Capulet lets Juliet exercise the right to choose 
her husband: 
CAPULET. My will to her consent is but a part, 
And she agreed, within her scope of choice 
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Lies my consent and fair according voice. (I.ii. 17-19) 
Although it is far from possible to achieve equality in the father-daughter bond, there is 
a sincere effort on Capulet's part to take the young girl's willingness as prior concern 
and to practise his own conception of parental love and responsibility. 
This kind of encouraging filial relation is also shown in the peacefiil compromise 
between Juliet and Lady Capulet. Despite her rebellion which happens quite later on, 
Juliet reasonably displays her filial piety when her mother raises Paris's marriage 
proposal: 
JULIET. I'll look to like, if looking liking move; 
But no more deep will I endart mine eye 
Than your consent gives strength to make it fly. (I.iii.97-99) 
It seems ideal for the daughter to yield to her mother's "consent" and to "look" at Paris, 
Lady Capulet's choice, with an aim at "liking" him; in other words, Juliet will allow her 
feelings to proceed if her parents are fond of Paris rather than (which would occur for a 
man whom they did not like) forcing her initial affection to die out. 
Besides exercising filial piety, wise children nurture their parents and persuade 
them away from folly. Cordelia and Edgar in King Lear (1605-06) feel only pity for 
their gullible fathers who brutally misjudge and misunderstand them. ^^  Certainly, 
Shakespearean family life is not utterly optimistic. Gloucester at one point 
pessimistically reflects on the severed bonds in all kinds of human relationships: 
GLOUCESTER. Love cools，friendship falls off， 
brothers divide: in cities, mutinies; in countries, 
discord; in palaces, treason; and the bond crack'd 
In addition, inheritance and primogeniture issues are to blame for the exile of the innocent and the 
triumph of the evil, calculating children. 
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'twixt son and father. (1.11.103-06)^ ^ 
However, in a dramatic irony, it is Edmund, not Gloucester's son Edgar, who violates 
"Nature" (I.ii. 102) to commit the sin of "son against father" (I.ii. 107). And later，in his 
blindness and the subsequent gaining of self-knowledge, Gloucester wishes nothing 
"but live to see thee [Edgar] in my touch..." (rv.i.23). Edgar likewise is moved by 
Gloucester's repentance and selflessly nurses him in his misery, even staging a complex 
"miracle" (IV.vi.55) to show Gloucester how fortunate he is to have been "preserved" 
(IV.vi.74) by "the clearest Gods, who make them honours/ Of men's impossibilities..." 
(IV.vi.73-74). Later, when the defeat of the French forces and the capturing of Lear and 
Cordelia in Act V SCENE ii plunge the blind Gloucester into pessimism again, Edgar, 
energetic and optimistic as always, reminds him that "Men must endure/ Their going 
hence, even as their coming hither:/ Ripeness is all" (V. iii. 9-11). In possession of the 
redemptive and regenerative power of children (as seen in the previous chapter), Edgar 
feels so strongly bound to the father that he teaches the aging Gloucester to endure and 
see the world dearly. The bonds of blood and family love strongly bind parents and 
children together. 
Brother-sister ties are frequently referred to in Shakespeare's works, a fact which 
widens the perspective from which Shakespearean childhood can be viewed. The 
presence of siblings in the growth of a child is perhaps as important as the child's 
closeness to parents. Sibling relations in early modem England were far more 
complicated than our conception. On the one hand, the inheritance law and the 
convention of primogeniture not only poisoned what might be healthier parent-child 
relations, but also destroyed brotherly love because only the first-bom son enjoyed the 
This choral comment echoes with his dark view of sadistic gods who rule men in lYi.36-37: "As 
flies to wanton boys, are we to th' Gods; They kill us for their sport." 
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right to inherit the family property whereas the younger ones were dispossessed. On the 
other hand, as Lawrence Stone sees it, "the brother-sister relationship was often the 
closest in the family" (115). The long-lasting patriarchy obliterated the exclusion of 
girls, regardless of their seniority, from the inheritance. That is to say, girls and women 
have reconciled themselves into an uncompetitive position, which explains the absence 
of jealousy in a brother-sister bond. Shakespeare frequently depicts the intimacy of this 
familial bond. In Hamlet (1600-01)，for instance, Laertes and Ophelia are close to each 
other. "'Tis in my memory lock'd,/ And you yourself shall keep the key of it" 
(I.iii.85-86) emphasizes Ophelia's obedience and reliance on her brother; 'Tears seven 
times salt/ Bum out the sense and virtue of mine eye" (IV. v. 154-55) expresses Laertes's 
emotional shock to see the madness of his "kind sister" (IV. v. 158). To mourn for the 
death of her brother, grieving Olivia in the opening act in Twelfth Night (1599-1600) 
"hath abjur'd the company/ And sight of men" (I.ii.40-41), and extravagantly vows to 
withdraw her love and beauty from the world for seven years. In Romeo and Juliet, 
Tybalt is both the cousin and the brother substitute for Juliet. His murder alienates Juliet 
from Romeo, and the girl's lamentation ("Ah, poor my lord’ what tongue shall smooth 
thy name/ When I, thy three-hours wife, have mangled it?" in III.ii.98-99) shows her 
grief at the cousin's death; she agonizes to be the wife of the murderer. 
The deep affection between family members is clearly seen in cases of great 
tragedy and misfortune. In such twin-sibling plays as Twelfth Night and The Comedy of 
Errors (1588-93), Shakespeare not only stresses the physical resemblance of the twins 
but he also foregrounds their nostalgia for their twinned, childhood experience (Garber 
31). Sharing the same womb before their birth, Viola and Sebastian in Twelfth Night 
look almost alike ("An apple cleft in two is not more twin," says Antonio in Vi.221-22, 
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'Than these two creatures"), grow up together and are strongly attached to each other~ 
physically and emotionally—until the shipwreck. The motif of shipwreck, whether in 
Twelfth Night, The Comedy of Errors or the late romances such as Pericles, The Winter ’s 
Tale and The Tempest, is directly or indirectly derived from narrative romance. These 
plays, as Coppelia Kahn summarizes, "depict the separation of family members in a 
literal or metaphorical tempest, the resulting sorrow and confusion, and the ultimate 
reunion of the family, with a renewed sense of identity or 'rebirth' for its members" 
(194). This pattern suggests both a physical and psychological quest where Viola and 
Sebastian, or the two pairs of twins in The Comedy of Errors, go through "the 
individual's passage from emotional residence within the family to independence and 
adulthood" (Kahn 194). In Act I SCENE ii, Viola's vague yearning for the lost Sebastian 
brings to light the compassion between brother and sister: "Perchance he is not drown'd; 
what think you, sailors?" (I.ii.5), "O my poor brother! And so perchance may he be 
[saved]" (I.ii.7)，"Mine own escape unfoldeth to my hope,/ Whereto thy speech serves 
for authority,/ The like of him" (I.ii. 19-21). To make her brother's loss more tolerable 
and to work out a way to survive in Illyria, Viola, probably driven by both conscious 
and unconscious forces, becomes another Sebastian. 
The supposed death of Viola similarly uproots her twin brother: 
SEBASTIAN. ...my father was 
that Sebastian of Messaline whom I know you have 
heard of. He left behind him myself and a sister， 
both bom in an hour: if the heavens had been 
pleased, would we had so ended! (II.i. 16-20) 
Orphaned at the age of thirteen and hence lacking parental care, the twins draw solid 
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support from each other. As opposed to Viola's subtlety, Sebastian is paralleled with 
Olivia in their emotional, impulsive manner to mourn for the dead. "[T]o season/ A 
brother's dead love" (I.i.30-31), Olivia with excessive sorrow "water[s] once a day her 
chamber round/ With eye-offending brine" (I.i.29-30). Similarly, Sebastian weeps bitter 
tears to "season" his memory of Viola and indulges himself somewhere in the past: 
SEBASTIAN. She is drowned already, sir, with 
salt water, though I seem to drown her 
remembrance again with more. (II.i.29-31) 
The over-exquisite recognition scene brings a happy reunion of the twins and once 
again illuminates their physical ("A spirit I am indeed,/ But am in that dimension 
grossly clad/ Which from the womb I did participate" says Sebastian in V.i.234-36) and 
emotional closeness. Through their twinship, both Viola and Sebastian retain persistent 
bonds to the family and the filial past and, at the same time, unite with their marriage 
partners (Orsino and Olivia respectively) to create their own future. 
In The Comedy of Errors, Shakespeare has also utilized the sea imagery and the 
metaphor of shipwreck to stress the boundless nature of brotherly love and the 
emotional interdependence of the two pairs of twins. The notion of sibling bond is 
broadened and redefined in this early comedy. While we have two pairs of biological 
twins, the master-servant relations (between Antipholus of Ephesus and Dromio of 
Ephesus; and between Antipholus of Syracuse and Dromio of Syracuse) can also be 
taken as the ties of brotherhood. Bom on the same day as the Antipholuses, the two 
Dromios are "the calendars of their [the Antipholuses] nativity" (V.i.405); the masters 
and servants are brought up together since boyhood. Spending his life seeking his twin 
brother, Antipholus of Syracuse finds comfort in a strange neighbourhood when seeing 
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Dromio of Ephesus (though this scene starts on a series of comic mistakes), "the 
almanac of my [Antipholus] true date" (I.ii.41). Just as Orsino's exclamation ("A natural 
perspective" in V.i.215) when Viola coexists with Sebastian, the Duke confronting two 
Antipholuses in the final recognition scene shares a similar view: 
DUKE. One of these men is genius to the other; 
And so, of these, which is the natural man. 
And which the spirit? Who deciphers them? (V.i.333-35) 
Furthermore, Dromio of Ephesus uses the mirroring image to describe the physical 
resemblance to his twin brother: "Methinks you are my glass, and not my brother./ 
I see by you I am a sweet-faced youth" (V.i.418-19). Their appearances are so identical 
that confusion of identity results and "errors are arose" (V.i.389). 
Even naming foregrounds the interconnectedness of twin siblings. In The Comedy 
of Errors, the confusion of identity is also caused by the confusion of names. As Kahn 
argues, naming brings out the idea that identity and existence are formed in connection 
with significant others (200). Although Egeon claims that his twin boys "could not be 
distinguished but by names" (I.i.53), the names of the two pairs of twins are 
interchangeable and unidentifiable. More importantly, the name, Antipholus, is related 
to the Greek antiphilos, "mutual affection," (Wells 126) and hence the strength of the 
bond of brotherhood. Since the shipwreck separates the twins, it is comprehensible that 
Antipholus of Syracuse compares himself to a drop of water in the ocean while seeking 
his brother in Ephesus: 
ANTIPHOLUS OF SYRACUSE. 
I to the world am like a drop of water 
That in the ocean seeks another drop, 
51 
Who, falling there to find his fellow forth. 
Unseen, inquisitive, confounds himself. 
So I, to find a mother and a brother. 
In quest of them unhappy, lose myself. (I.ii.35-40) 
The "oceanic feeling" evoked here crystallizes Antipholus's yearning for maternal 
care. The image of a drop of water in the ocean seeking another drop sheds light on 
Antipholus's wish for reunion and his nostalgia for staying in the mother's womb with 
his twin brother. Like the twins in Twelfth Night, Antipholus maintains the filial tie 
through the identical twin and, at the same time, needs to define himself into and out of 
the family (otherwise, he will lose his own identity as a result of the blind integration 
with those around him). All in all, the gesture of "hand in hand" of the two Dromios 
epitomizes the amiability of sibling ties: "We came into the world like brother and 
brother,/ And now let's go hand in hand, not one before another" (V.i.425-26). 
Surely, the family environment, whether nowadays, in early modem England, or in 
Shakespeare, is not perfect. Yet one can see positive signs even in imperfect families. 
For instance, even when Juliet's relationship with her parents worsens, she still has her 
nurse as a close confidante, just as Romeo has the Friar. The terms of endearment with 
which the Nurse and the girl address each other serve as a contrast to more formal tones 
used within the Capulet family. Juliet shows her emotional attachment to the Nurse by 
calling her “honey Nurse" (II.v.18), "good sweet Nurse" (II.v.21), "Good, good Nurse" 
(II.V.28), "sweet, sweet, sweet Nurse" (II.v.55) and "Honest Nurse" (II.v.79). For the 
first three acts of the play, the Nurse is established as an imposing mother figure, adviser, 
16 See Sigmund Freud's Civilization and its Discontents (1930). Freud defines "oceanic feeling" as 
"a sensation of 'eternity，，a feeling as of something limitless, unbounded, something 'oceanic,”’ a 
reminiscence of our infantile experience in the amniotic water of our mother's womb. In such state 
of hydraulic suspension, infants get all essential nourishment and live in a protected environment (8). 
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nurturer and close companion whom Juliet cares for and trusts implicitly. Confiding her 
secret love to none except for the Nurse, Juliet is irritably and yet delightfully kept in 
suspense for Romeo's message by her ally Nurse. The clandestine marriage of Romeo 
and Juliet, on the one hand, violates filial obedience; and yet, its illicit nature stresses 
the significance of the Nurse for her active participation in delivering love messages, 
her usurpation of Capulet's parental authority of supervising their child's marriage, and 
her encouragement to the young couple to consummate their marriage (facts evidenced 
by her eagerness to "fetch a ladder, by the which your love [Romeo]/ Must climb a 
bird's nest soon when it is dark..../ you [Juliet] shall carry the burden soon at night" in 
II. V. 74-77, and her reproach to Romeo with an undertone of sexuality, "Stand up, stand 
up! Stand, and you be a man./ For Juliet's sake, for her sake, rise and stand!" in 
III.iii.88-89). 
Facing Juliet's love and trust, the Nurse reciprocates. To the Nurse, Juliet is a 
"Iamb" (I.iii.3), "ladybird" (I.iii.3), "slugabed" (IV.v.2), "love" (IV.v.3) and 
"Sweetheart" (IV.v.3), intimate phrases which suggest the girl's disposition and this 
surrogate mother's compassion for her. The numerous metaphors of the countryside 
associated with Juliet further remind us of Juliet's growth in a pastoral setting. In the 
Nurse's reminiscence of Juliet's girlhood (although the detailed depiction of weaning so 
much foreshadows the breach of their intimacy), the woman's maternal body is 
emphasized: while Lady Capulet may withhold her nourishment and nurture from her 
daughter, the early death of Susan (the Nurse's daughter who was of the same age with 
Juliet) prompts the Nurse to displace and transfer her maternal affection to Juliet. The 
Capulets "were then at Mantua" (I.iii.28), as the Nurse remembers, when Juliet starts to 
wean; yet Juliet's girlish days of learning to walk have vividly resided in the Nurse's 
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memory despite the passing of eleven years. Like other energetic children, Juliet can 
"stand high-lone" (I.iii.36), "run and waddled all about" (I.iii.37) and once "broke her 
brow" (I. iii. 3 8) carelessly. As mentioned, the greatest wish of this surrogate mother is to 
"live to see thee [Juliet] married once" (I.iii.61) because the girl is "the prettiest babe 
that e'er I [the Nurse] nursed" (I.iii.60). The Nurse cares for Juliet both as a child and as 
a young married woman. Furthermore, despite her inferior position within the 
household and her later betrayal, the Nurse is bold enough to defend Juliet's vulnerable 
emotions by confronting her master, the tyrannical Capulet: "God in heaven bless her 
[Juliet] ！/ You are to blame, my lord, to rate her so" (III.v. 169-70), "I speak no treason" 
(III. V. 172) and "May not one speak?" (III. v. 174). Surrogate motherhood supplements 
natural parenthood and creates a supportive, albeit imperfect, atmosphere for the young 
Juliet. 17 
However, Shakespeare might have imagined the childhoods of such crucial figures 
17 Surrogate fatherhood is as prominent as surrogate motherhood in Romeo and Juliet. In the 
opening act, the Montagues are unaware of the "cause" (I.i.l45) of Romeo's melancholy, fail to seek 
"good counsel" (I.i.l45) to cure their "heavy son" (Li. 140) and readily evade their parental 
responsibility by entrusting Benvolio to "know his [Romeo's] grievance" (Li. 160). In contrast to the 
Montagues' neglect. Friar Lawrence has already known Romeo's infatuation with Rosaline and 
listens to the young man with patience in Act II S C E N E iii. Analogous to the Nurse and Juliet, their 
intimacy is implied by their warm greetings: "father" (II.iii.31)，"Young son" (II.iii.33)，"my ghostly 
father" (II.iii.45), “my good son" (II.iii.47), "my dear son" (III.iii.6), to name only a few. As a 
worldly-wise and comforting counselor and surrogate father, the Friar mildly criticizes Romeo's 
value of love and his shallowness: "Young men's love then lies/ Not truly in their hearts, but in their 
eyes" (II.iii.67-68) and "she [Juliet] knew well/ Thy love did read by rote，that could not spell" 
(Il.iii.86-87). When Romeo tries to justify his switch of affection ("Thou chidst me oft for loving 
Rosaline" in II.iii.81), the Friar responds with humour and intelligence, "For doting, not for loving" 
(Il.iii.82). In performing the clandestine marriage for the young lovers (an act which undermines the 
patriarchal authority of both families and transgresses church law and established social 
conventions), the Friar once again reminds Romeo to "love moderately" (II.vi.14) under the 
assumption that "violent delights have violent ends" (II.vi.9). The Friar's paternal care and affection 
is made more apparent in Act III SCENE iii when Romeo resorts to suicide (much at odds with 
God's will) in the face of banishment. It is the surrogate father, not the natural parents, who saves 
Romeo from despair and even points out his "rude unthankfulness" (III.iii.24), silly stubbornness 
("O, then I see that madmen have no ears" in III.iii.61) and womanish behaviour ("Thy tears are 
womanish" and "Unseemly woman in a seeming man" in Ill.iii. 110 and 12). Just as the Nurse's 
reproach, the Friar restores Romeo's masculinity by urging him to comfort Juliet (or, to be more 
exact, have sex with her). Romeo and Juliet, together with the aforementioned characters, can be 
viewed as children not because of their age but the survival of childhood sentiments in them. 
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such as Hamlet, King Lear, and Macbeth, it does seem that memories, whether real or 
imagined, of happy childhoods seem to motivate many of the behaviors of 
Shakespearean figures. For instance, when a true, strong-willed daughter refuses to 
flatter her father, it does not necessarily imply her indifference or disobedience but 
might rather signify the very strong bonds between them. "Love, and be silent" (I.i.61) 
may be the truest way for Cordelia to serve and "[c]ure" (IV.vii.l5) her "child-changed 
father" (IV.vii.17). It is conspicuous that father-daughter tie in King Lear is more 
problematical than that in Hamlet because Lear is more like a tyrannical patriarch than 一.兔 
Polonius whereas Cordelia more independent than Ophelia. Cordelia's refusal to take 
• j 
part in the love contest (or the public-speaking contest) shows not her rebellion but | 
integrity; her brazen attempt to alert Lear to his poor judgment and sheer vanity throws ！ 
I； ,1 
light on her strength of character: the daughter wants to love freely and frankly says she I 
I 
loves her father "According to my bond; no more nor less" (I.i.92): 
CORDELIA. Good my Lord, 
You have begot me, bred me, lov'd me: I 
t 
Return those duties back as are right fit. 
Obey you, love you, and most honour you. (I.i.94-97) 
When explaining herself to Lear, Cordelia bravely points out her sisters' evil purpose, 
"Why have my sisters husbands, if they say/ They love you all?" (I.i.98-99). After all, 
marital love inevitably impairs filial piety. The Bible also specifies the relation of 
children to parents after marriage: "That is why a man leaves his father and mother and 
is united with his wife, and they become one" (Genesis 2.24), and this notion is 
reiterated in Matthew 19.5-6. This emphasis on conjugal oneness shapes our modem 
sense of mutuality in companionate marriage. By the same token, whether in the Bible 
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(Genesis 2 and 3) or in Shakespeare's contemporary world, married women were 
required to yield to their husbands. Shakespeare's Katherina in The Taming of the Shrew 
(1593-94) reminds Elizabethan female theatergoers that "Thy husband is thy lord, thy 
life, thy keeper,/ Thy head, thy sovereign" (Vii. 146-47). In view of all these arguments, 
it is reasonable for Cordelia to foresee her future husband "shall carry/ Half my love 
with him, half my care and duty" (I.i. 100-01), just as Desdemona in Othello (1603-04) 
recognizes "a divided duty" (I.iii. 181) between her father and husband. 
While some might see attachment on a daughter's part to her father after marriage 
as another troublesome sign, this too can also emphasize the strong parent-child bond. 
Despite her divided loyalty, marriage fails to separate Cordelia from Lear. His dreadful 
plight moves her to tears; her devotion to France is overshadowed. With the Biblical 
allusion to Jesus Christ ("Knew yee not that I must goe about my father's businesse?" in 
Luke 2.49), the fourth act of the tragedy further highlights Cordelia's virtue and great 
compassion for her father: “0 dear father/ It is thy business that I go about" 
(IV.iv.23-24). "She identifies herself with her father," notes Brewer，"as Christ did with 
his...." (64). The reunion scene near the end of Act IV redeems Cordelia as a caring, 
doting daughter. Though rejected by her father so cruelly, Cordelia thinks she has "no 
cause" (rV.vii.75) to hate him，humbly begging Lear to "hold your hand in benediction 
o'er me" (rv.vii.58). The gesture of blessing is symbolic of filial love, intimacy, pity, 
forgiveness and happiness. Imprisonment can be a hopeful future provided that father 
and daughter are attached to each other: 
LEAR. We two alone will sing like birds i' th' cage: 
When thou dost ask me blessing, I'll kneel down. 
And ask of thee forgiveness: so we'll live, 
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And pray, and sing, and tell old tales, and laugh 
At gilded butterflies, and hear poor rogues 
Talk of court news... (V. iii. 9-14) 
The murder of the daughter indirectly kills the father. Lear's grieving interrogation 
("Why should a dog, a horse, a rat, have life,/ And thou no breath at all?" in V. iii.305-06) 
seems to mourn for the death of father-daughter tie. In short, a happy family life is at 
least always a possibility in Shakespeare even when this hope is brutally crushed, as is 
the end of this tragedy. 
Prolongation of Childhood as a Refusal to Grow Up 
Given that family life provides such strong bonds, particularly we might say on the 
part of the children, it is understandable that some children are greatly reluctant to give 
up their sense of being children. For instance, immature and afraid of separation, 
Ophelia in Hamlet is emotionally dependent on her father. Like other Shakespearean 
young heroines, Ophelia is motherless and therefore meekly obeys Polonius's 
commands to such an extent that she even has to suppress her love for Hamlet. 
Ophelia's beauty and gentleness win her praises and Hamlet's "many tenders" (I. iii.99) 
of "affection" (I.iii. 100). However, her worldly father, like Prospero or Egeus, asserts 
that the prince's high regard originates from lust instead of love. To Polonius, Ophelia 
speaks "like a green girl,/ Unsifted in such perilous circumstance" (I.iii. 101-02) and 
Hamlet can easily take advantage of her inexperience: 
POLONIUS. In few, Ophelia, 
Do not believe his vows... 
I would not, in plain terms, from this time forth 
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Have you so slander any momait leisure 
As to give words or talk with the Lord Hamlet 
Look to't, I charge you. Come your ways. 
OPHELIA. I shall obey, my lord. (I.iii. 126-36) 
Filial duty is more highly regarded in early modem Europe than in our world; it is 
comprehensible that Ophelia in "duty and obedience" (II.ii.107) stops meeting Hamlet, 
discloses his love letters to her father，and later allows herself to be Polonius's spy. In 
order to find favour in the King's eyes, Polonius sacrifices Ophelia by "loose[ing]" 
(II.ii.l62) her to Hamlet and therefore exposing her to the cruelty of the (pseudo) mad 
prince. Unlike Cordelia who boldly articulates her thoughts to Lear, Ophelia silently 
carries out Polonius's order and betrays Hamlet. 
Sadly, Ophelia's obsession with her parent, and perhaps with her own memories of 
a happy childhood, can lead to tragedy. Act IV SCENE v opens with a Gentleman telling 
Gertrude that Ophelia "speaks much of her father, says she hears/ There's tricks i，th' 
world, and hems, and beats her heart,/ Spurns enviously at straws, speaks things in 
doubt/ That carry but half sense" (IV.v.4-7). Ophelia's mental collapse seems like mere 
madness to some, but she may also be displaying some wisdom on the important topic 
of the intensity of the father-child bond. All of the folksongs Ophelia sings in her final 
appearance concern the loss of the beloved through abandonment or death: 
He is dead and gone, lady, 
He is dead and gone, 
At his head a grass-green turf, 
At his heels a stone. (rV.v.29-32) 
So: 
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They bore him bare-fac，d on the bier, 
And in his grave rain ’d many a tear一 (IV. v. 164-65) 
And: 
And will a not come again? 
And will a not come again? 
No, no, he is dead, 
Go to thy death-bed, 
He never will come again. 
His beard was as white as snow, 
All flaxen was his poll 
He is gone, he is gone. 
And we cast away moan. 
God a mercy on his soul. (IV. v. 187-96) 
Although these love songs may not have direct relevance to Polonius, we can see that 
the insane Ophelia is longing for her beloved father; such verses as "I cannot choose but 
weep to think they would lay/ him i’ th' cold ground" (IV.v.68-70) express her agony in 
view of her father's tragic death. For her strong, if destructive, attachment to the father, 
this vulnerable woman lacks the strength to love freely and endure sufferings. Instead of 
growing up，Ophelia clings to Polonius until her self-destruction. 
Even the most militant man may crave for maternal love and the perpetuation of 
childhood. No matter how hard the grown-up child asserts his autonomy, he can never 
be an independent entity but his mother's creation. For long, psychoanalysts have 
recognized that almost all infants have developed a strong and consistent tie to a 
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mother-figure within twelve months. John Bowlby's Attachment and Loss (1982) briefly 
summarizes and terms four major theories, namely, "the theory of Secondary Drive," 
"the theory of Primary Object Sucking," "the theory of Primary Object Clinging" and 
"the theory of Primary Retum-to-Womb Craving," to account for the origin of the 
child's attachment to mother: first, it is usually the mother who meets the baby's 
physiological needs such as food and warmth, and hence he learns that the mother is the 
source of gratification; second, breastfeeding develops a close physical bond between 
mother and child and the act of sucking brings the latter oral pleasure; third, infants 
have an instinct to maintain proximity and cling to a human being; fourth, there is a 
fantasy for infants to return to the womb (178). In Coriolanus, the hero's dependence on 
his mother can be partly explicated by the above psychological theories. Notoriously a 
"man-child" (I.iii.17) devoured by Volumnia's extreme "maternal pride" since 
boyhood，Caius Marcius (later known as Coriolanus) grows up as "an overgrown 
child" (Bloom 578) whose military achievement is merely a manifestation of his pride 
and loyalty to his mother rather than his love for the country: 
FIRST CITIZEN. I say unto you, what he hath done 
famously he did it to that end; though soft-conscienced 
men can be content to say it was for his 
country, he did it to please his mother and to be 
partly proud, which he is，even to the altitude of 
his virtue. (I. i.36-41) 
Coriolanus’s military virtue calls Othello to mind: both of them are moulded by crude 
See M. W. MacCallum's Shakespeare s Roman Plays and Their Background (1967), which neatly 
sums up Volumnia's strong personality and its subtle influence on Coriolanus, "The passion of 
maternity, whether interpreted as maternal love or as maternal pride, penetrates her nature to the core, 
not, however, to melt but to harden it" (549). 
60 
childhood training and imaged as child warriors in their boyhoods. When summoned by 
the Duke to explain his relationship with Desdemona, Othello tells us his military 
upbringings: "since these arms of mine had seven years' pith/ Till now some nine moons 
wasted, they have used/ Their dearest action in the tented field..." (I.iii.83-86). In other 
words, the parentless Othello has served in an army from the age of seven and passed 
his "boyish days" (I.iii.l33) in "the battles, sieges, fortunes" (I.iii. 131). Similarly, the 
fatherless Coriolanus "[a]t sixteen years" (II.ii.88) with "his Amazonian chin" (II.ii.92) 
had already "fought/ Beyond the mark of others" (Il.ii.89-90). Swiftly initiated into the 
world of manhood and aggressive masculinity ("His pupil age/ Man-ent'red thus" in 
II.ii.99-100)，he is what Bloom calls "an infant Mars" (581). While Othello is free from 
parental supervision, Coriolanus is created by Volumnia whose "praises made thee 
[Coriolanus] first a soldier" (III.ii.108). 'To a cruel/ war I sent him," says this Roman 
matron boastfully, "from whence he returned, his brows/ bound with oak.... I sprang 
not/ more in joy at first hearing he was a man-child than now in first seeing he had 
proved himself a man" (I.iii. 14-18). But it appears that the adult Coriolanus fails to 
prove himself a man considering his submission to Volumnia. 
As if to emphasize Corioianus's refusal to grow up，Shakespeare depicts the close 
physical connection between mother and son and their physical likeness throughout the 
Roman play. Janet Adelman, in "Escaping the Matrix: The Construction of Masculinity 
in Macbeth and Coriolanus,” argues that the assault on Corioli symbolizes both a rape 
and a rebirth because intercourse can be fancily viewed as "a literal return to the womb， 
from which one is reborn, one's own author" (152). However, can Coriolanus author 
himself? The beginning and the end seem to suggest the opposite because the hero is 
forever inseparable from his mother's womb: "When yet he was but tender-bodied, and 
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the only/ son of my womb..." (I.iii.6-7) and "... thou shalt no sooner/ March to assault 
thy country than to tread.../ on thy mother's womb/ That brought thee to this world" 
(V.iii. 122-25). To add to the aforementioned theory of Secondary Drive, Freud says 
"love has its origin in attachment to the satisfied need for nourishment," and his 
counterparts, Dollard and Miller state that "probably the feeding experience can be the 
occasion for the child to learn to like to be with others" (qtd. in Bowlby 211). Rather 
than nourished by "th' milk of human kindness" {Macbeth I. v. 17)，Coriolanus sucks 
heroic valour and violence from Volumnia: 
VOLUMNIA. Do as thou list. 
Thy valiantness was mine, thou suck'st it from me, 
But owe thy pride thyself. (III. ii. 128-29) 
Volumnia's peculiar perception of breastfeeding reminds Lady Macbeth's famous lines 
'm Macbeth: 
LADY MACBETH. I have given suck, and know 
How tender 'tis to love the babe that milks me: 
I would, while it was smiling in my face, 
Have pluck'd my nipple from his boneless gums. 
And dash'd the brains out, had I so sworn 
As you have done to this. {Macbeth I.vii.54-59) 
Here a nourishing mother will sacrifice her child in the face of greater advantage; there 
is only a thin borderline between maternal love and maternal cruelty. Volumnia gives us 
another image of a blood-thirsty mother when urging Virgilia to take great pride in 
Coriolanus's wounds: 
VOLUMNIA. The breasts of Hecuba, 
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When she did suckle Hector, looked not lovelier 
Then Hector's forehead when it spit forth blood 
At Grecian sword, contemning. (I.iii.43-46) 
"Blood is more beautiful than milk," as Adelman shrewdly remarks, “the wound than 
the breast, warfare than peaceful feeding" since the consumption of food acknowledges 
one's dependence on the world and hence the exposure of one's vulnerability (148-49). 
Framed^^ by Volumnia's weird nurture, Coriolanus is transformed from an infant 
wanting in nourishment to "a thing of blood, whose every motion/ Was timed with 
dying cries" (Il.ii. 100-01). Yet he is not invulnerable as we imagine. The mother-son 
relationship in Coriolanus not only resembles the one between Hecuba and Hector, but 
it also recalls another Greek warrior, Achilles, and his immortal mother, Thetis. Both 
Coriolanus and Achilles behave like overgrown boys strangely allied with their 
mothers. Their disregard for the demands of society exposes their "boyish 
irresponsibility" and "lack of control" (Brower xlvi). Rigid to safeguard their soldierly 
nobility, these seemingly invulnerable hero-boys turn out to be physically and 
emotionally vulnerable (one may remember Coriolanus's hesitation, "I muse my 
mother/ Does not approve me further" in III.ii.7-8). Coriolanus feels pleased to be 
authored by his mother.^^ 
In Act V S C E N E iii lines 62-63, Volumnia stresses the physical likeness of mother and son when 
Coriolanus prepares to revolt against Rome: "Thou art my warrior;/1 holp to frame thee." 
20 However, as seen in her attempt to prevent Achilles from the Trojan War, Thetis is more 
protective than Volumnia. To protect her son's from fatal injury (which is quite a contrary to 
Volumnia's obsession with Coriolanus's scars), Thetis asks Vulcan to fabricate impenetrable armour 
for Achilles. The story of "Achilles' heel" further proves Thetis's maternal care and affection. For 
further details, see Bulfmch s Mythology (196-215). 
Janet Adelman regards Young Marcius as the reincarnation of Coriolanus, as if this grandson is 
also mothered by Volumnia: "The presence of his own child, holding Volumnia's hand, strengthens 
her power over him. For Coriolanus seems to think of his child less as his son than as the 
embodiment of his own childhood and of the child that remains within him; even when we are first 
told about the son, he seems mcM-e a comment on Coriolanus's childhood than on his fatherhood" 
(161). 
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Prolongation of Childhood through Nostalgic Memory 
We have seen that the path from childhood to adulthood can be a troubled, even 
traumatic one. Moreover, even childhood itself, when viewed carefiilly, can be filled 
with unhappiness. Thus while strong characters like Cordelia can face life changes with 
courage, weaker characters like Ophelia or Coriolanus find themselves unable to face 
either the realities of childhood or the difficult transition between dependence upon 
parents and adult independence. Figures like Juliet attempt bravely to integrate the 
various phases of life, retaining close family ties yet also marrying, but sometimes the 
obstacles are too great and tragedy results. However, particularly in Shakespearean 
comedy, it is possible to have both a happy childhood and a healthy adulthood. The way 
to do so is via idealization. 
It is commonplace for Shakespeare's protagonists to fashion their childhood as a 
magical transformation when they are on the threshold of a new stage of life. In A 
Midsummer Night's Dream, As You Like It and The Winter，s Tale, childhood friends (of 
the same sex) are romanticized as metaphorical twins; childhood friendship is 
represented by moments of soothing nostalgia for the twinned experience in a pastoral 
space. As a realistic expos6 of Renaissance girlhood and womanhood as we have seen, 
Shakespeare's heroines (whether Juliet, Viola, Rosalind, Celia, Hermia or Helena) are 
pressured by society to behave in certain ways. The lives of Juliet and Hermia are 
especially hard in a sense that, as they become older, it becomes clearer to them that 
they are not as free as they thought they had been; child-like Juliet is treasured by her 
father, but once Capulet begins to realize his daughter is indeed of marriageable age, he 
has every intention of deciding who her husband will be; in other words，both Hermia 
and Juliet begin to see that, in the adult world, they are to be treated as property and 
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their desire for free love will be suppressed by the patriarchal fathers. 
When times are bleak, young girls need to find some form of security and often 
turn to female friends for affection and pleasure. In^^ Midsummer Night's Dream and 
You Like It, the female companions are attached and attracted to each other out of their 
desire for sameness, i.e. physical likeness (Hackett 40). As the city and the court (both 
of which are representatives of reason, rule, civilization and male power) are 
antagonistic to the female pursuit of freedom, the heroines temporarily retire to the 
prelapsarian space of the wood in order to pursue girlhood unity and learn a better 
self-understanding. The woods outside Athens and the Arden Forest are not just 
depicted as places beyond boundaries, but also as spaces of magical, mysterious and 
imaginative possibility that provides these female outcasts with paradisiacal happiness 
and contingent hopes in spite of lurking threats and dangers. 
In the course of retrieving the rural idyll and presexual purity that they have long 
lost, Shakespearean young heroines soften facts and idealize their memories. During 
girlhood, Helena and Hermia used to "do observance to a mom of May" (I.i. 167) 
together and share "schooldays' friendship, childhood innocence" (III.ii.202) in their 
mythical realm of girlhood. In the rustic, almost unrealistic, natural world devoid of 
male intrusion, the young girls at times flee from the repressive patriarchal society and 
indulge themselves in asexual intimacy. Upon eloping with Lysander in Act I SCENE i, 
Hermia still lingers around the idealized, childhood moments with Helena in Mother 
Nature: 
HERMIA. And in the wood, where often you and I 
Upon faint primrose beds were wont to lie. 
Emptying our bosoms of their counsel sweet... (I.i.214-16) 
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The nostalgic longing for a simpler past and the vague yearning for a simpler present 
may have been frequently evoked in Hermia's mind, and Helena's alike. The two 
metaphors employed by Helena in "a double cherry speech" establish the connection 
between female friendship and twin-sibling tie: 
HELENA. We, Hermia, like two artificial gods 
Have with our needles created both one flower, 
Both on one sampler, sitting on one cushion， 
Both warbling of one song, both in one key, 
ri 
As if our hands, our sides, voices, and minds 
I 
Had been incorporate. So we grew together \ 
i 
Like to a double cherry, seeming parted, 
•i 
But yet an union in partition, i 
J 
1 
Two lovely berries moulded on one stem; ！ 
So with two seeming bodies but one heart; 
Two of the first, like coats in heraldry. 
Due but to one, and crowned with one crest. (III.ii.203-14) 
Reminding us of the natural twins in Twelfth Night ("An apple cleft in two is not more 丨 
i 
twin/ Than these two creatures" in Vi.221-22), the image of girls' sharing the same 
cherry pit sheds light on their physical and emotional attachment, in spite of the division 
into "two seeming bodies." Like Juliet who is compared to an exotic fruit ("Let two 
more summers wither in their pride,/ Ere we may think her ripe to be a bride" in 
I. ii. 10-11)，Helena and Hermia ripen to be plucked and yet remain unplucked as an 
unspoilt completeness (Hackett 39). The imagery of fruit also illuminates the 
fruitfulness, tenderness and delicacy of girlhood friendship. The second metaphor of 
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"coats in heraldry" further reinforces the indissoluble nature of this female tie and that 
Hermia and Helena are interchangeable in temperament and appearance as are the twins 
formed in nature (Garber 32). 
In these more psychologically healthy characters, childhood is more than an 
inward journey of unreality, but also inspires girls' adventurous spirit to escape from the 
fallen adult world. If girlhood sentiments in A Midsummer Night's Dream survive in 
Hermia and Helena's maiden selves, Shakespeare also leaves us in no doubt of the value 
of same-sex companionship in As You Like It. The loyalty and sportive gaiety of the 
latter comedy are even more visible since the female bond between Rosalind and Cdia 
is still flourishing even as our heroines are heading for marriage. The recurring 
metaphor of "sister bond" or "twins" seen in A Midsummer Night's Dream and Twelfth 
Night emerge again: depicted as an original double creature, the girls' loves for each 
other "[a]re dearer than the natural bond of sisters" (I.ii.266). For example, Celia vows 
to be loyal to Rosalind who is saddened by Duke Senior's banishment: 
CELIA. You know my father hath no child but I, nor none 
is like to have; and truly when he dies，thou shalt 
be his heir; for what he hath taken away from thy 
father perforce, I will render thee again in affection. 
By mine honour I will, and when I break that oath, 
let me turn monster. (I. ii. 16-21) 
Because of her "affection” for Rosalind, Celia is willing up to give up the supposed 
inheritance and resorts to rebellion. Celia's later response is also significant: "Shall we 
be sunder'd? Shall we part, sweet girl?/ No, let my father seek another heir" (I.iii.94-95). 
Their more-than-sisterhood is neither limited nor affected by social hierarchies (Gay 13). 
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To ftilfill the "oath" and to add weight to her sincere compassion, Celia even risks 
losing beauty ("let me turn monster") and "honour." The mutual affection between 
herself and Rosalind is again based on their physical likeness and unity in action: 
CELIA. We still have slept together, 
Rose at an instant, leam'd, play'd, eat together, 
And whereso'er we went, like Juno's swans, 
Still we went coupled and inseparable. (I.iii.69-72) 
This speech echoes with Helena's "double cherry speech" and Orsino's remark on Viola 
and Sebastian that "One face, one voice, one habit, and two persons!"(V.i.214). Sharing 
and perfecting their lives together, the two girls have never entertained a clear 
distinction between self and the other as suggested by Celia's passionate lines: "thou 
and I am one" (I.iii.93) and "I cannot live out of her company" (I.iii.82). The Forest of 
Arden serves as a world of misrule where the heroines escape into pastoral fantasy and 
thereby consolidate their perfect sisterly love. A distinguished phenomenon of 
Shakespeare's women-centred comedies, the young girls take their liberty in nature: 
''Now go we in content," says Celia delightfully, 'To liberty, and not to banishment" 
(l.iii. 133-34). In Chapter 3，we will see how Mother Nature allows Rosalind to have a 
power she will lack as a young woman in the larger community and also a power she 
never had as a girl. 22 
Not only do young women beautify their girlhood friendship, men of high social 
status also resort to nostalgia and idealization in relation to boyhood. Cherishing a fond 
22 While Shakespearean comic heroines idealize childhood memory to fulfill certain fantasy, 
characters in tragedy have twisted ideas of childhood that harm them psychologically. Lear seems to 
have an unhealthy view of childhood because he does not let his daughters grow up, forcing Goneril 
and Regan to lie to him about loving him and wanting to be children forever. Coriolanus and Hamlet 
are also childlike: the former tries to please his mother whereas the latter are highly dependent on his 
parents. 
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wish “to be boy eternal" (I.ii.65), Polixenes in The Winter 's Tale glorifies and 
dramatizes a homosocial childhood bond with Leontes. Again, like TWelfth Night and A 
Midsummer Night 's Dream, Shakespeare employs a metaphor drawn from the natural 
world in this late romance to depict the incomparable nature of boyhood friendship and 
the adult idealization of it. While we have the imagery of symmetrical fruit ("a double 
cherry" or "an apple cleft in two") in the comedies, Polixenes compares boyhood 
twinship to animal twinning: 
HERMIONE. Was not my lord 
The verier wag o' the two? 
POLIXENES. We were as twinned lambs that did frisk i' the sun 
And bleat the one at th' other. What we changed 
Was innocence for innocence; we knew not 
The doctrine of ill-doing, nor dreamed 
That any did. Had we pursued that life, 
And our weak spirits ne'er been higher reared 
With stronger blood, we should have answered heaven 
Boldly ''Not guilty," the imposition cleared 
Hereditary ours. (I.ii.68-75) 
Despite Hermione's attempt to differentiate Polixenes and her husband, the King of 
Bohemia maintains that their young selves are comparable to "twinned lambs" whose 
original Christian sin could be overcome. Boyhood is an irretrievable tranquil period 
because the young Polixenes and Leontes have yet been subject to teenage sexuality and 
their "weak spirits ne'er been higher reared/ With stronger blood." 
Entailing even more than presexual purity, childhood also serves as an asexual 
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state where children need not worry about sex or gender difference. Leontes's nostalgic 
recollection of youthful experience offers a window on Elizabethan practice of 
common-gender upbringings and hence the asexuality of boyhood: 
LEONTES. Looking on the lines 
Of my boy's face, methought I did recoil 
Twenty-three years, and saw myself unbreeched, 
In my green velvet coat，my dagger muzzled 
Lest it should bite its master and so prove. 
As ornaments oft do, too dangerous. (I.ii. 153-58) 
Before the age of seven, Elizabethan boys were not expected to wear breeches and their 
daggers— clearly exemplifications of phallus and masculine force~ should be 
"muzzled" properly. The child Leontes, we can imagine, is probably dressed in a gown 
or skirt, resembling a girl or a little woman. As a way to visibly and ideologically sever 
these growing boys from their asexual childhoods, such boys, in their initiation into 
adolescence, abandon feminine costume after the ceremony of breeching and take 
breeches and swords instead. This initiation ceremony may metaphorically signify their 
growing awareness of two sexes and the advent of sexuality. 
But as we saw at the end of Chapter One, the issue of sexuality is not so easily 
controlled and excluded from childhood, despite the existence of dramatic initiation 
rites to definitively distinguish boyhood from adolescence. Hence, even the most 
idealistic vision of childhood is potentially dangerous. When children, i.e. Leontes and 
Polixenes, grow older, childhood, in retrospect, degenerates from what they once 
perceived to be a blissful idyll into what they now dread as a hidden site of primal 
fantasy. This is especially the case for insecure and jealous Leontes. From the 
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above-quoted childhood memory of Leontes, such words as "recoil," "unbreeched," 
"dagger" and "dangerous” hint at Leontes’s terror of being naked, as well as primal 
anxiety. As Freud suggests in "Leonardo da Vmci and a Memory of His Childhood" 
(1910)，sexual intercourse (between parents in particular) appears to children to be 
something hostile and violent, which may affect their mental development and sexual 
life {The Freud Reader 453). Given his uncontrolled sexual obsessions as the play 
develops, the tense Leontes may want to "recoil" from adult pranks of sex and retreat to 
an unreal, edenic state of asexual boyhood一except, as we can see, even in his purest 
recollections of childhood, violence and sexuality intrude. 
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CHAPTER THREE 
“I am not that I play，识： 
Androgyny and Cross-dressing as an Initiation Process 
For certainly when I saw the couple get into the taxi-cab the mind felt as if, 
after being divided, it had come together again in a natural fusion. The 
obvious reason would be that it is natural for the sexes to co-operate. One 
has a profound, if irrational, instinct in favour of the theory that the union 
of man and woman makes for the greatest satisfaction, the most complete 
happiness.... If one is a man, still the woman part of the brain must h^ve 
effect; and a woman also must have intercourse with the man in her. 
Coleridge perhaps meant this when he said that a great mind is 
androgynous. It is when this fusion takes place that the mind is fully 
fertilized and uses all its faculties. Perhaps a mind that is purely masculine 
cannot create, any more than a mind that is purely feminine, I thought. 
From Virginia's WoolVs A Room of One's Own (1929) 
In her proto-feminist essay concerning female literary tradition, Virginia Woolf not 
only brings out the problems for the woman writer, but also the significance of gendered 
perspectives. Lacking an autonomous space，i.e. a room of her own, for literary 
production, the woman writer cannot develop her cultural and literary life as her male 
counterpart does, more freely in the patriarchal society. Intellect and imagination are 
exclusive privileges of the male sex; freedom of thinking and thought is very much 
controlled by material and social circumstances. More importantly, Woolf suggests that 
a single-sex mind, whether purely masculine or feminine, is never fertile; a great mind 
should be androgynous so that "it transmits emotion without impediment; that it is 
naturally creative, incandescent and u n d i v i d e d . T h a t is to say, an ideal androgynous 
2 3 When asked by Olivia whether she is "a comedian" in Act I S C E N E V of Twelfth Night, Viola, 
disguised as Cesario, makes this oft-quoted reply. ‘ 
Select passages of ^ Room of One's Own are anthologized in The Norton Anthology of English 
Literatm-e, ed., Vol. 2. 
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mind is "the union of man and woman," just as Shakespeare's mind is an 
exemplification of "the type of the androgynous, of the man-womanly mind." And 
Shakespeare himself probably supports Woolf's claim of the necessity of the 
combination of male and female traits in a single individual. 
People of different stages of life in Elizabethan England have their own way to 
face adversity and an androgynous mind is a strategy Shakespeare suggests for both 
boys and young women of his day. In the previous chapter, we have seen how young 
adults and grownups cope with difficult times by nostalgia and fantasy; they either 
emotionally cling to their parents or linger around the idealized memory of twinship 
with their siblings and same-sex friends. Since the childhood world is conceived to be 
asexual and presexual, the characters' fantasy of returning to childhood illuminates their 
desire to retreat from the dangers of adulthood and sexuality. Life for growing up boys 
and girls is not easy either This chapter will discuss how the adolescents, especially the 
young women who are androgynous in spirit, are initiated into their early adulthood. 
The patriarchal ideology imposes physical and mental barriers on children and women, 
both of whom are taken as social inferior in Renaissance England. Therefore, in their 
quest for survival and happiness, both apprentice boys in the Elizabethan playhouses 
and Shakespearean heroines within the plays deal with the adult world via the 
androgynous mind. 
Androgyny and Cross-dressing in Early Modem England 
There were strict divisions between what were considered to be masculine and 
feminine traits, and proper male and female behavioral practices in sixteenth-century 
Europe. Men were considered to be endowed with authority whereas women were 
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morally and intellectually unsuited to wield power over men. In addition, men regarded 
themselves as rational beings; women, as assumed by men, were dominated by passion 
and impulse. Such gender-biased beliefs were further reinforced by custom and teaching. 
While gentlemen were trained in the arts of war and rhetoric, virtuous women, expected 
to keep silent, chiefly learned modem languages, music, religion and needlework 
(Abrams, et al.. The Norton Anthology of English Literature Vol. 1 479-80). Therefore, 
anybody who sought to cross-gender was viewed as grotesque and even perverted. 
Shakespeare's England displayed limited social tolerance towards female 
androgyny. A woman having a male streak in her personality was condemned to be 
either a monster against nature's rule or a virago. Queen Elizabeth I was the most 
classic and glaring example of man-woman or, as Winfried Schleiner suggests, "divina 
virago" of the period. A female monarch in a male world, Elizabeth embodied 
shrewdness, unladylike valour and insubordination in her m^estic presence. Despite her 
supreme authority, the Queen could not escape from denouncement. In the last year of 
Queen Mary's reign, the Scottish Calvinist, John Knox, expressed his contempt of 
female rulers in The First Blast of the Trumpet Against the Monstrous Regiment of 
Women: "God hath revealed to some in this our age that it is more than a monster in 
nature that a woman should reign and bear empire above men. "25 The trumpet was 
heard again when William Gager, addressing to Queen Elizabeth in Latin verses，hoped 
that she would "be not so much a virgin as a virago: away with female terrors" (qtd. in 
Schleiner 164). Education also helped curb the manly spirit of women. Humanists like 
Castiglione and Vives proposed not to teach martial arts and government to young 
ladies of the court (Millard 151). Even painters and dramatists were eager to play a part 
Quoted in "Elizabeth I," Encyclopedia Britarmica Online. 
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in denouncing militant women and female masculinity. It was not uncommon to 
compare Elizabeth with Amazons in pictorial representations, and the images that the 
Queen sometimes carried, such as a shield and the sword of justice, which were 
emblematic of male power, seemed incongruous (Schleiner 167). Shakespeare's 
treatment of Hippolyta in A Midsummer Night's Dream similarly reflects the male 
psychological fear of militant women. In Greek mythology, the Amazons are members 
of a race of female warriors, who despise men and disallow them to dwell in their 
country. However powerful they are, the Amazons are finally defeated by Theseus and 
their queen, Hippolyta, is taken away by force. To safeguard the proper roles of the 
sexes, Shakespeare preserves the Greek tradition in A Midsummer Night's Dream. In its 
opening scene, strong, masculine Theseus has already conquered and tamed the 
Amazon's queen ("Hippolyta, I woo'd thee with my sword,/ And won thy love doing 
thee injuries," says Theseus in I.i.16-17). After the death of Queen Elizabeth, the 
Jacobean stage became more anti-feminist than ever (Millard 151). For example, 
Shakespeare in King Lear and Antony and Cleopatra (1606-07) is said to articulate 
public revulsion toward women's defiance and to necessitate the tragic fates of viragos. 
The Renaissance stage became the arena of alleviating the social fear of "the 
monstrous regiment of women," but at the same time drama challenged the given 
gender culture. Unlike such other European countries as France and Spain which 
allowed married actresses to act in public (Orgel 2), the Elizabethan play-going world 
only tolerated all-male performance; women did not perform on an English stage until 
after the Restoration of Charles II in 1660 (McDonald 43). Transvestism on the stage 
originated from religious and official fears regarding female sexuality that was thought 
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to be out of men's control and capable of womanizing men. 26 AS Stephen Orgel 
encapsulates, the English Renaissance theatre, with a large proportion of females in the 
audience, was "a place of unusual freedom" for men and women to socialize freely and 
thereby flirt with each other (10). Another principal reason of forbidding women to 
perform on the Renaissance English stage was that it was felt to be immoral to display 
the female body on stage: a woman who did this would have been considered a 
prostitute (as Coriolanus sees himself when asked to display his body). More immorally, 
having actors and actresses wooing on the stage might arouse the sexual passion among 
the audience; to further develop this line of argument, however polemical it was, there 
might be a connection between the theatre and sex at that time (Orgel 26). Therefore, 
the image of women should be mediated by male performers. Shakespearean young 
heroines in the public playhouses were mostly impersonated by beardless apprentice 
boys (or what Michael Shapiro and Harley Granville-Barker coin 
respectively~"play-boys" or "boy-actresses") whereas the older women's parts were 
played by adult men. In his Academy Award winning picture, Shakespeare in Love 
(1997), John Madden nicely instances the transvestite Globe Theatre where the 
mercantile Nurse is played by a rather masculine man, and Juliet by a youth whose 
voice has broken right before the start of the actual performance. 
Yet boys impersonating women on the stage provoked severe criticism. 
Cross-dressing has been a commonplace of long ancestry. In ancient Greece, Plato 
condemned female impersonation, lest the actors became feminized (Ramet 6). In line 
with Plato, Renaissance Puritan moralists and pamphleteers feared that apprentice actors 
26 The unrestrained nature of female passion and sexuality is also a recurring theme in classical 
literature. In Ted Hughes's Tales from Ovid (1997), Tiresias, "[w]ho having lived and loved in 
woman's body/ Has also lived and loved in the body of a man" (72), claims that the woman "takes 
the greater pleasure" "[i]n their act of love" (73). 
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would have been made effeminate by donning female costume, that traditional gender 
norms were violated and the male was vulnerable (Bullough 77). More than "a place of 
unusual freedom," the public theatre was also thought to be especially designed for the 
gratification of male spectators (Bullough 77). After all, dressing apprentice boys as 
young beautiful women might probably tantalize the male audience with allusions to 
effeminacy and same-sex sexual acts. 
Androgyny stemming from cross-dressing thus developed into a cultural anxiety. 
Transvestism entailed more than a change of clothes; it appeared as a disguise and a 
transgressive act，the potential danger of which was discussed in the Bible. Quoting 
from Deuteronomy 22:5, "Women are not to wear men's clothing, and men are not to 
wear women's clothing; the Lord your God hates people who do such things." As Viola 
says in Twelfth Night (a play that will be discussed in the last part of the chapter), 
"disguise," no matter which shape or form it takes, is "a wickedness,/ Wherein the 
pregnant enemy does much" (II.ii.26-27). The far-reaching implication was that the 
impersonator's thoughts, nature and mentality would be perverted by the desire for 
androgyny. The anxiety further rose to a feverish pitch as boys and girls were raised 
together (hence the common gender of childhood), and early modem Western cultures 
rendered men and women similar in terms of physiological structure. Renaissance 
medical literature offered widely variant, if not totally logical or consistent, views of the 
physiological distinctions between the two sexes?? For Galen, male and female genitals 
were only inverted versions of each other. Since men and women alike began as female, 
a physically mature woman could be transformed to a man under the pressure of 
excitement that thrust her genitals inside out. On the contrary, Helkiah Crook and Sir 
27 Orgel's Impersonations (19%) provides a comprehensive summary of the development of the 
etiology of gender in Renaissance medical literature (19-25). 
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Thomas Browne argue that the two sexes could be quite separated: women, believed to 
be in the primitive stage of physical development, were merely incomplete and 
imperfect version of men. Both notions, however dissimilar, of male and female 
anatomy stressed the concept of female imperfection. More significantly, men and 
women were not that different sexually; one could turn into the other. Any attempt to 
further blurred gender boundaries was regarded as a real danger in the culture. 
The undesirability of androgyny, together with the social inferiority of transvestite 
boy actors, is frequently referred to in Shakespeare's plays. To celebrate the marriage of 
Theseus and Hippolyta, a group of Athenian craftsmen in A Midsummer Night's Dream, 
clearly ignorant of theatrical skills and nervous of their coming debut, have planned to 
stage "The most lamentable comedy, and most cruel death of Pyramus and Thisbe" 
(I ii. 11-12). While the coarse, over-enthusiastic Bottom is assigned the role of Pyramus, 
Flute is most reluctant to cross-dress himself as Thisbe; Shakespeare himself may have 
had experiences in dealing with such kind of deprived, unwilling apprentice actors in 
rehearsal. Like fashionable ladies who wear masks (to protect their complexions) when 
going out of doors. Flute has to play this female part "in a mask" (I.ii.45). As the name 
further suggests, this bellows-mender may have a small (i.e. shrill and bleating like a 
woman's) flute-like voice that is not fully broken and his beard is still "coming" (I.ii.44). 
Experiencing the same marginal status in society, both craftsmen and actors are often 
looked down upon by others. To Philostrate, the former are "Hard-handed men... Which 
never labour'd in their minds till now" (V.i.72-73) whereas the best actors, to Theseus, 
are no more than "shadows" (V.i.208).^ ® Therefore, we can imagine the amount of 
28 In The Two Gentlemen of Verona (1593-95), Julia also uses "shadow" to allude to her act of 
sexual disguise and role-playing in one of her many asides: "If 'twere a substance, vou would sure 
deceive it/ And make it but a shadow, as I am，，(IV.ii.119-20). Theseus and Julia probably think that 
actors and cross-dressed heroines alike are robbed of their substance and true selves, hence 
"shadows." ， 
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respect due to the boy-actresses, the most powerless in the theatre company. 
However, androgyny has its own value. It allows women to assume power and 
even to rule over men. For instance. Queen Elizabeth's strategy of blending 
imperiousness with an elaborate cult of love turned her gender from a liability to an 
asset {The Norton Anthology of English Literature Vol. 1 594). As a gifted writer and 
phenomenal speaker, Elizabeth transformed the language of politics into the language of 
romantic passion, a diplomacy which covered up moments of worry and tension. In 
return, courtiers, advisers and poets displayed infatuation and religious veneration in 
their address to the Queen. Furthermore, the military confrontation between England 
and Spain in 1588 exemplified the Queen's androgynous martial courage. To foil the 
anticipated invasion of the Spanish Armanda, the Queen visited the battlefield. Tilbury, 
in spite of danger, boosting the morale of the English troops. Her "Speech to the Troops 
at Tilbury" fully highlighted the Queen's leadership, fearlessness of treachery and, to 
quote Eleutherius's word, virtus (zeal for manliness): 
I am come amongst you, as you see, at this time, not for my recreation and 
disport, but being resolved, in the midst of the heat of the battle, to live or 
die amongst you all; to lay down for my God, and for my kingdom, and for 
my people, my honor and my blood, even in the dust. 
(qtd. in The Norton Anthology of English Literature Vol. 1 597) 
Besides establishing herself as a valiant soldier who was willing to die for the country, 
the Queen went on to uphold her authority as a legitimate "king of England," declaring 
that "I know I have the body but of a weak and feeble women; but I have the heart and 
stomach of a king, and of a king of England too...，，(The Norton Anthology of English 
Literature Vol. 1 597). Finally, Elizabeth fashioned herself as an invincible martial 
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queen: “I myself will take up arms, I myself will be your general, judge, rewarder of 
every one of your virtues in the field" {The Norton Anthology of English Literature Vol. 
1 597). Androgynous in spirit, the Queen surpassed both sexes, "a phoenix who... [is] 
not only exempt from the undesirable qualities of women but also gifted with the 
desirable qualities of men" (Schleiner 172). 
There was immense practical value of androgyny for apprentice boys in 
Renaissance public theatre too; at least, they could earn a living by taking advantage of 
the physical resemblance between male and female. In his later play Hamlet, 
Shakespeare suggests that androgyny has much to offer the aspiring boy actors. The 
beard and the breaking of voice once again signify the physical maturation of youths 
and their subsequent entrance into manhood. Greeting the traveling actors with a good 
sense of humour, Hamlet jests with the once cross-dressed apprentices ("my young lady 
and mistress" in II.ii.421) about their physical growth: they are bearded ("O, old friend, 
why thy face is valanced since I saw thee last" in II.ii.418-20) and have grown ("your 
ladyship is nearer to heaven than when I saw you last by the altitude of a chopine" in 
II.ii.421-23, though it may also imply that they wear chopines on the stage), and their 
voices have changed ("Pray God your voice, like a piece of uncurrent gold, be not 
cracked within the ring" in II.ii.423-25). However, these experienced, grown-up actors 
do not "hold the same estimation they did when [Hamlet] was in the city" (II.ii.332-33) 
because of the increasing popularity ("fashion") of children's companies, the troupes of 
boy actors who dominated court entertainment during the first half of Elizabeth's reign 
and later began performing outside the court towards the end of 1600 (Campbell & 
Quinn 111-12). The well-trained and royally-favoured boy players in, to name the most 
acclaimed ones, the Children of Paul's and the Children of the Chapel, were in serious 
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competition with the relatively baser regular theatres— hence the "War of the Theatres" 
between private and public playhouses (Campbell & Quinn 111). An active participant 
of adult companies, Shakespeare in Hamlet notes with bitter sarcasm that the child 
actors are "an eyrie of children, little eyases, that cry out on the top of question, and are 
most tyrannically clapped for't" (II.ii.337-39). In other words, the choirboys are 
analogized to little birds whose squawky voices sound unnatural and ridiculous; the 
plays written for them are mean and satiric, primarily mocking "the common stages" 
(II.ii.340) and "common players" (II.ii.346-47). Shakespeare also seems to be 
sympathetic to the child actors' exploited life: they will soon grow older and become 
"common players" themselves or they can no longer pursue their career once their 
voices break. Therefore, equipping themselves with the skills to cross-dress and 
possessing the talents to be androgynous are crucial for both apprentice boys and 
choirboys to survive in a highly competitive Elizabethan play-going world. 
Androgynous boy actors, compared to their adult counterparts, are more capable of 
appealing to both male and female audience. In As You Like It, Rosalind or the boy 
actress playing Rosalind exemplifies the cooperation between the two sexes in one body 
on the transvestite stage. Sharing certain common traits, "boys and women are for the 
most part cattle of this colour" (III.ii.402-03), as seen by Rosalind, because they are 
unpredictable ("moonish," "changeable," and "inconstant" in III. ii. 398-400), coy 
("effeminate” in III. ii. 398) and passionate ("full of tears, full of smiles" in III. ii. 400). 
The similarity of the two opposing sexes is further emphasized in the epilogue to the 
comedy. The function of Elizabethan epilogues (and probably prologues as well) is said 
to call forth the play-going world and to remind the audience that characters are merely 
"shadows," roles played by performers. But Shakespeare has more in mind: his comic 
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heroine and apprentice actor deconstruct the boundary between the world of the play 
and the world of the playhouse in their efforts to eliminate any sexual differences. In the 
very last scene of the comedy, the transvestite actor playing Rosalind oscillates between 
planes of illusion (i.e. what has just happened in the play) and reality (what is happening 
in the playhouse): "It is not the fashion to see the lady the epilogue; but it is no more 
unhandsome than to see the lord the prologue" (V.iv.198-200). There is a sudden shift of 
gender as the epilogue goes on: "If I were a woman, I would kiss as many of you as had 
beards that pleased me, complexions that liked me, and breaths that I defied not" 
(V.iv.214-17). Probably still wearing Rosalind's wedding gown, the boy actor draws our 
attention to his gender for the last time. An evocation of Rosalind-Ganymede's magic to 
set Rosalind and even Hymen before Orlando's eyes in Act V SCENE iv, the boy actor 
still positions himself as a "magician" in the final scene. The sexual attraction (and 
ambiguity) of apprentice actors is reinforced when he conjures and flirts with both male 
and female audience ("O women, for the love you bear to men, to like as much of this 
play as please you. And I charge you, O men, for the love you bear to women..." in 
V.iv.209-12). In a Shakespearean sense, the word, "conjure" (V.iv.208), has two 
meanings, namely, to "solemnly enjoin" and to "charm." As if by magic, the actor does 
a brilliant impersonation of Rosalind through his skilful utilization of language and 
physical gestures; his transvestite performance so much appeals to the audience's 
imagination that he successfully creates an illusion of reality. To take the second 
meaning of "conjure," the aforementioned flirtatious speech foregrounds the 
androgynous charm of the female character, Rosalind, and the female impersonator. 
Boy actors are empowered through cross-gendered role play. In The 1\vo 
Gentlemen of Verona, we can see the role of transvestite stage performance in the 
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construction of a boy actor's androgynous identity. In Act IV SCENE iv，the concealed 
Julia offers Proteus's love letter and ring to Silvia, and the noblewoman and the female 
page engage in a series of questionings and answerings. In answer to a question about 
Julia's "stature" (IV.iv. 149), the page provides us with a theatrical reflexive account on 
boys' acting in a (fake) recollected performance "at Pentecost" (IV.iv. 149). Urged "to 
play the woman's part" (IV.iv. 151), Julia-Sebastian as an imaginary apprentice actor 
"was trimmed in Madam Julia's gown,/ Which served me [Julia-Sebastian] as fit, by all 
men's judgements,/ As if the garment had been made for me" (IV.iv. 152-54). In this 
multi-gendered performance, the page plays "a lamentable part" (IV.iv. 157) of Ariadne, 
1 
a prototype of the woman victimized by male duplicity. The sympathy of the audience, 
and of Sylvia for Julia, is enhanced by the tale of "poor mistress" (IV.iv. 161): once 
beloved by Proteus, Julia herself is the "poor mistress" and imagined to be a member of 
I 1 
the audience "movdd" (IV.iv. 161) by the performance; her "very sorrow" (IV.iv. 163) is 
watched and reacted to by the boy actress on stage, i.e. Julia-Sebastian. In other words, 
Julia alienates from her real self and is given an opportunity to negotiate and fuse her 
multiple identities as a forsaken heroine (Julia as her true self), a cheeky page, a 
fictitious performer and an imagined spectator (or the invented Julia). To paraphrase 
Michael Shapiro, Shakespeare allows his boy-players and cross-dressed heroines一 
Julia-Sebastian in this c a s e ~ to "move in and out of various layers of gender identity" 
(73). Julia's feminine modesty and the boy actor's imagination empower them in the 
process of forming their transvestite identity; transvestism and the subsequent 
attainment of an androgynous ideal are essential processes of life transition. 
Literary and Social Attitudes to Young Masculine Women 
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As a writer in possession of "the man-womanly mind," Shakespeare attaches great 
value to female androgyny. With the assumption that weakness is an innate female trait 
while strength is a masculine attribute, Shakespeare expresses his sympathy to 
womanhood, endowing his young heroines with the wit, courage and fortitude of a man. 
Inheriting her father's medical "receipts" (Il.i. 107), Helena in All's Well That Ends Well 
(1602-04) is confident to heal the unconvinced King of France of an incurable disease 
when the "most learned doctors... and/ The congregated college have concluded/ That 
laboring art can never ransom nature/ From her inaudible estate" (Il.i. 118-21). To Lafew, 
Helena is a "Doctor" (Il.i.80) and this old lord is "amazed" by her medical profession 
and feels a bit self-inadequate in the face of the girl's self-confidence: 
LAFEW. ... I have spoke 
With one that in her sex, her years, profession, 
Wisdom, and constancy hath amazed me more 
i 
Than I dare blame my weakness. (Il.i.83-86) 
Helena is a male doctor in a female body; her androgynous mixture of the medical ！ 
doctor's skill and the female's sensitivity cures the King. Shakespeare may suggest that 
Helena's androgynous mind is quite distinct from both the effeminate male and the 
over-masculine female. 
However，the androgynous mind is a notion of great complexity. In his plays, 
Shakespeare not only explores the appeal of androgyny from multiple perspectives, but 
also maintains awareness that androgyny is dangerous: many of his young heroines who 
attempt to be androgynous only end up being seen as viragos. For example, the two 
Helenas in A Midsummer Night's Dream and AlVs Well That Ends Well are rejected 
women in men's world. Reversing gender roles and being aggressive Petrarchan wooers, 
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they are despised by their lovers in their pursuit of love and marriage. Although they 
achieve what they want in the end, their persistence not only contradicts the rules of 
courtship but also tarnishes their womanhood. Tall and fair in complexion, Helena in A 
Midsummer Night's Dream summons up Rosalind. Like Rosalind who combines a 
masculine appearance with a female "disposition," Helena's physical charms are also 
androgynous. Yet unlike Rosalind, Portia and Viola who seek cross-dressed androgyny 
as a compromise between extremes of male and female temperament, Helena cannot 
reconcile her feminine modesty and masculine decisiveness; that is, she is both too 
feminine and too masculine. On the one hand, Helena plays an absolutely feminine role 
in her speech of self-pity and dignity: "We cannot fight for love, as men may do;/ We 
should be woo'd, and were not made to woo" (II.i.241-42). Despite her passion, Helena 
is aware that her modesty is threatened (by the pursuit) and cannot help reproaching 
Demetrius: "Your wrongs do set a scandal on my sex!" (II.i.240). However, Helena's 
femininity goes unappreciated, as seen by her inability to inspire Demetrius's love of 
her. On the other hand, the girl has her boyish side: she is intelligent to articulate the 
folly of lovers, men in particular, seeing that love is prompted by the fancies of the 
"mind" (I.ii.234) rather than the objective judgment，though she herself is also the 
victim of "wing'd Cupid" (I.ii.235). Yet Helena's betrayal of Hermia and her 
undignified pursuit of Demetrius to the wood destroy her female integrity and unveil the 
undesirability of her male decisiveness. Therefore, Helena is the type of unsuccessful 
heroines who cannot find the right role to play to succeed in Shakespeare's dramatic 
world; we may notice that her masculine wit and articulateness get repressed after 
marriage, which is evidenced by her silence in the final act. 
If a woman is too shrewd in scheming especially at the expense of others, her wit 
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will be seen as masculine aggression and thus deemed improper. Helena in All 's Well 
ITiat Ends Well is such a problematic kind of woman. As a reward of the cure, the 
extraordinarily assertive and straightforward Helena asks the King to give her "What 
husband in thy power I will command" (Il.i. 195-96) or, to be more explicit, Bertram is 
the man she wants. Like her namesake in A Midsummer Night's Dream, Helena in All 's 
Well That Ends Well is dogged in her pursuit of love. Although everyone holds Helena 
in high regard, reluctant Bertram simply treats her as a social inferior and a schemer 
rather than an ideal wife, claiming that he "cannot love her nor will strive to do 't" 
(Il.iii. 145). To show his determination, Bertram even says he will rather let his 
"[d]isdain" (Il.iii. 115) for her "corrupt，’ (Il.iii. 116) him forever. Helena's too-masculine 
disposition is a form of androgyny that invites his contempt instead of admiration. 
Another trait that is often criticized in masculine women is their sexual frankness. 
Virtuous Elizabethan gentlewomen should lawfully contain their independence and 
sexuality within the framework of marriage; it is unconventional for a young woman to 
freely discuss female virginity and sexuality in public. Moreover, premarital sex ruins 
women's reputation. Although Helena in All's Well That Ends Well seemingly wants to 
"barricado" (I.i.ll5) her virginity against men, her banter with Parolles merely 
reinforces her desire to lose it to Bertram and therefore "die" in orgasm rather than "die 
a virgin" (I.i. 135-36). But with the help of Diana, whom Bertram lusts after, Helena gets 
his ring and conceives his child, not only revealing the girl's cunning intelligence and 
careful calculation, but also uncovering her somewhat unlicensed sexuality. Even gentle 
Desdemona in Othello is not the patriarchal ideal of womanhood: she "wished/ That 
heaven had made her such a man" (l.iii. 163-64) and perhaps inspired by Othello's 
numerous brave experiences in soldiering, she takes a bold step in wooing him 
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(I.iii. 164-67). She elopes without parental consent ("My downright violence and scorn 
of fortunes/ May trumpet to the world" in I.iii.250-51), she is surprisingly sexual ("The 
rites for which I love him are bereft me" in I.iii.258) and her object of sexual desire is a 
"Moor" (I.iii. 189). Independence and assertiveness make Desdemona and Helena 
attractive characters but these qualities also undermine their reliability and obedience to 
men. More problematic is the two women's strong and probably unrestrained sexual 
desires so that their virtue is called into question. Desdemona's strength of character is 
suppressed after marriage ("Be as your fancies teach you:/ Whate'er you be, I am 
obedient" in III. iii. 88-89) and her murder reflects that Renaissance society is 
depressingly conservative concerning transgressive women. The ending of All's Well 
that Ends Well is not much better. All's Well that Ends Well is a problem play instead of 
a comedy as is Midsummer Night's Dream: both plays share a number of usual 
signifiers of the comedy genre such as low comedy, love and marriage, but the comic 
closure of the former play is uneasy for its presentation of unpleasant reality of love 
relationship (that is to say, we cannot be so sure whether Bertram is repentant at the end) 
and the threat of the feminine. 
Perhaps an even more unpopular type of masculine Shakespearean heroine than the 
bold yet ultimately subservient and chaste females is the young woman characterized by 
pride, cynicism and outspoken scorn for the opposite sex. This type must be duped into 
marrying their adversaries and thereby tamed. Beatrice in Much Ado About Nothing 
(1598-1600) and Katherina in The Taming of the Shrew (1593-94) are condemned in 
such phrases as "Lady Disdain" (Much Ado About Nothing, Li. 109) and shrew because 
of their belligerent speech and manner, even if their eagerness to engage in the battle of 
the sexes likens them to valiant soldiers. As a contrast with Hero's feminine modesty 
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and subservience, the witty and formidable Beatrice denigrates Benedick's valour as 
male vanity and pretensions: “I pray you, how many hath he killed and eaten in these 
wars? But how many hath he killed? For indeed I promised to eat all of his killing" 
(I.i.38-41). To Beatrice, Benedick's achievements in battlefield are much ado about 
nothing. This playful hyperbole is relentlessly followed by her more scornful mockeries 
on men's moral hollowness such as "would it not grieve a woman to be overmastered 
with a piece of valiant dust" (II.i.56-57) and "manhood is melted into curtsies, valour 
into compliment, and men are only turned into tongue..." (IV.i.318-19). Through 
twisting and turning words against their speakers, Beatrice defines and defends her 
independence and superiority of wit; yet her rather caustic tongue~thus "Lady Tongue" 
(II.i.258) as nicknamed by Benedick~ is a clear indication of an attention-seeking 
personality. Even though Hero's agony draws the odd couple together and thereby leads 
to Beatrice's conversion from solitary pride to Christian love, the heroine's antagonism 
to male privilege is unchanged. To revenge her wronged cousin, Beatrice gives voice to 
masculine aggression and violence. The merry spirit of love suffers a dramatic reversal 
when the heroine asks Benedick to "Kill Claudio" (IV.i.288). Her cry of "Oh God that I 
were a man! I would eat his [Claudio] heart in the market-place" (IV.i.305-06) 
establishes her as a chivalric but furious and domineering avenger; a sentiment of 
violence that one might see appreciated in the mouth of Romeo or Hamlet (for their 
expression of heroic manhood) can be taken as a cry of extreme hostility by an 
over-masculine female character. 
From the male perspective, brutal education is needed to overpower and bring back 
the shrewish female talkers into conformity. In terms of wit and beauty, Katherina in 
The Taming of the Shrew is far less charming than Beatrice. To further diminish her 
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attractiveness, Katherina is depicted to be prone to physical violence, which is shown by 
the facts that she torments Bianca and vows to revenge in Act II SCENE i, and beats 
Grumio who deliberately withholds food from her in Act IV SCENE iii. Unlike most 
Shakespearean comedies portraying sisterhood and female solidarity, Katherina seems 
to be antagonistic to women, despising female codes of behaviour. While Bianca is 
praised for "mild behaviour and sobriety" (I.i.71), the quick-witted Katherina scorns the 
younger sister's hypocritical modesty: 
KATHERINA. A pretty peat! It is best 
Put finger in the eye, and she knew why. (I.i.78-79) 
However, Katherina is more like a victim than a victimizer; her voice is ignored and 
later suppressed towards the end of the comedy. Although Katherina says little to 
deserve a bad reputation as a scold in Act I SCENE i, the heroine is constantly defined 
and insulted by the male sex: "She's too rough" (I.i.55)，"stark mad, or wonderful 
froward" (I.i.69) and she gives such "loud alarums" (I.i. 126) that everybody (her 
indifferent father and seemingly obedient sister inclusive) treats her as a nuisance. Even 
more insulting is that Katherina is compared to the “fiend of hell" (I.i.88) or "a devil" 
(I.i. 120). The analogy between the shrew and the evil spirit is also made in The Winter 's 
Tale in which Leontes calls Paulina a "mankind witch" (II. iii.68), an insult from an 
especially horrible man to an especially compassionate female. The images of hell and 
evil forces display men's fear of female wayward tongue and combative behaviour. The 
only way to "rid the house of her [Katherina]" (I.i. 141-42) is to marry this young 
woman to a lamer. In order to "bring [Katherina] from a wild Kate to a Kate 
[cjonformable as other household Kates" (II.i.276-77), Petruchio is more a shrew than 
his wife and mentally "kills her in her own humour" (IV.i.i68) by humiliating her in 
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pubic and depriving her of food and rest. Like a hawk tamed by the master, the 
"wildcat" (I.ii. 191-92) shrew is eventually domesticated and dehumanized, gives up her 
masculine spirit and is ready to vow for lifelong submission. Katherina's 
metamorphosis bespeaks the value of femininity and yet it negates and even kills her 
boyish side as a spirited, strong-willed woman. In short, young women of strong 
sexuality, independence, cynicism, shrewd wisdom or outspokenness are seen as a threat 
to men. The only way for the female to retain these masculine qualities without risking 
being condemned is to undergo a physical metamorphosis, i.e. cross-dressing herself as 
a man, so that she will be viewed by the society as a witty, courageous young man 
rather than a contemptible virago. 
Androgyny, Role-Playing and Cross-Dressing in Shakespearean Comedy 
As we have discussed in the prior section, being manly in the attire of a woman is 
somehow disturbing and improper for young women like Katherina, Beatrice and the 
two Helenas. Interestingly however, when Shakespeare's heroines cross-dress, they find 
a way to put their androgyny into practice in a manner acceptable to both sexes. Just as 
female costume highlights the potential femininity of apprentice actors and allows them 
to succeed in the competitive world of the theatre, male attire enables Shakespearean 
comic heroines to escape weakness and explore the positive side of their hidden boyish 
character. In other words, being cross-dressed helps females succeed in the world. Julia 
in The 7\vo Gentlemen of Verona, Portia, Nerissa and Jessica in The Merchant of Venice 
(1596-97), Rosalind in As You Like It and Viola in Twelfth Night are powerless as girls 
before the sexual disguise but empowered as a result of it. 
In The T\vo Gentlemen of Verona, her unwilling separation from Proteus prompts 
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Julia to undertake "so unstaid a journey" (II.vii.60) to Milan in search of her lover. To 
"prevent [tjhe loose encounters of lascivious men" (II. vii.40-41), Julia is dressed in 
"weeds [ajs may beseem some well-reputed page" (II. vii.42-43), with her long hair 
bound up "in silken strings [w]ith twenty odd-conceited true-love knots" (II.vii.45-46). 
Thus, clad in a totally different "habit" (II.vii.39), Julia's girlish appearance is 
submerged along with her inherent submissiveness; she then becomes a page spying on 
her lover and mocking male follies and caprice (as will be discussed later). By the same 
token, Jessica donning "page's suit，，(II.iv.32) transforms herself to a "torchbearer" 
(II.iv.39) so that she can summon up her courage to escape from the over-protective 
Shylock, elope with Lorenzo and become a Christian convert. Like Julia, Portia 
transgresses the “habit’，~in terms of costume and etiquette~of a young noblewoman 
and appears with Nerissa "in such a habit [t]hat they [their husbands] shall think we are 
accomplished fwjith what we lack" (III.iv.60-62). And the heiress even imagines herself 
burlesquing male arrogance once she is cross-dressed: 
PORTIA I'll prove the prettier fellow of the two. 
And wear my dagger with the braver grace, 
And speak between the change of man and boy 
With a reed voice, and turn two mincing steps 
Into a manly stride... (III.iv.64-68) 
Mannerism should set in line with clothing in order to make impersonation convincing. 
The boy actors playing the parts of Portia and Nerissa are also required to immerse 
themselves in the roles they are performing: they would "speak between the change of 
woman and boy [w]ith a reed voice" and "turn a manly stride into two mincing steps:. 
In the later comedies. As You Like It and Twelfth Night, Rosalind and Viola are as 
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adaptable as Portia and Nerissa in their attempts to improvise a new, flexible role in a 
strange neighbourhood. The deprivation of her rightful inheritance, together with the 
cynical court environment, saddens the powerless, restrained Rosalind: "I show more 
mirth than I am mistress of, would you yet I were merrier?" (I.ii.2-3). Yet impersonation 
empowers Rosalind with physical and moral courage to sustain her journey to Arden, a 
magical space where transgression and transformation are permitted. Adopting "a 
swashing and a martial outside" (I.iii. 116), Rosalind transcends her limited roles as a 
young woman and society's drop-out. The male apparel, namely, "doublet and hose" 
(II.iv.5), "[a] gallant curtle-axe" (I.iii. 113) and "[a] boar-spear" (I.iii. 114), as well as her 
physical height ("I am more than common tall" in I.iii.Ill) reinforce Rosalind's 
masculinity: "as doublet and hose ought to show itself courageous to petticoat" 
(II.iv.5-6), Rosalind represses her underlying femininity, acting like a shepherd capable 
of "comfort[ing] the weaker vessel" (II.iv.4-5) in the forest. In another mature comedy. 
Twelfth Night, gender is also defined by appearance, i.e. "outside," instead of biological 
sex. To seek survival in Illyria and to take an active control of her life, Viola asks the 
Captain to "Conceal me what I am" (I.ii.53) and dress her up as "an eunuch" (I.ii.56) 
(though her later duties enact her roles as both a page and a love messenger but never a 
singer). Viola in male disguise acts like a young, spirited "gentleman" (I.v.295); her 
male "outside" (I.v.295) has enthralled Olivia who thinks that the female page's 
"tongue," "face," "limbs," "actions and spirit" deserve "five-fold blazon" (I.v.296-97). 
Male impersonation acts as an education through which young androgynous girls 
fulfill their proto-feminist desire by experiencing and then subverting the superiority of 
the male sex. Although medieval and Renaissance narratives have long featured 
cross-dressed heroines, Shakespeare's The l\vo Gentlemen of Verona establishes a 
92 
precedent for the English theatre because Julia is the first of her kind to disguise and 
behave like a witty and cheeky page (Shapiro 65). When asked about the cause of her 
"allycholly" (IV.ii.26; the corruption of "malycholy" and hence "melancholy"), Julia in 
the first debut as a female page makes use of musical conceits to mask her sadness from 
the Host but simultaneously reveal it to the audience: 
HOST. How now, are you sadder than you were before? How do you, 
man? The music likes you not. 
JULIA. You mistake; the musician likes me not. 
HOST. Why, my pretty youth? 
JULIA. He plays false, father. 
HOST. How, out of tune on the strings? 
JULIA. Not so; but yet so false that he grieves my very heart-strings. 
HOST. You have a quick ear. 
JULIA. Ay, I would I were deaf; it makes me have a slow heart. 
HOST. I perceive you delight not in music. 
JULIA. Not a whit when it jars so. 
HOST. Hark, what fine change is in the music! 
JULIA. Ay, that change is the spite. 
HOST. You would have them always play but one thing? 
JULIA. I would always have one play but one thing. (IV.ii.52-66) 
On the surface, Julia is understood to be complaining about the music. But then, we 
know better: this discussion of the music is actually Julia's criticism of Proteus's 
infidelity in love. While the Host thinks that Julia is saddened by the music, the girl 
clarifies that it is the musician, a clear reference to Proteus, at whom she is disgusted. 
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Her exploitation of the double-meanings of musical terms goes further than that: "false" 
(meaning "unfaithful" instead of "out of tune"), "(heart-) strings," "slow" (referring to a 
"slow," heavy heart and with an obvious antithesis to "quick," discriminating ear) and 
"change" (the change of love object rather than the change of tune, i.e. variation in 
music) are all clever puns on Julia's part, exhibiting her anger and agony of being 
betrayed, as well as her sharp wit. The sexual innuendo that Julia implies in the word 
"thing" anticipates her jesting asides during the conversation between Proteus and Turio. 
Julia-Sebastian sounds like an impudent servant, or what Shapiro calls "the Lylian 
page," when she pokes fun at the inept and foolish Turio: 
TURIO. How likes she my discourse? 
PROTEUS. Ill，when you talk of war. 
TURIO. But well when I discourse of love and peace. 
JULIA. [Aside] But better, indeed, when you hold your peace. (V.ii. 15-18) 
Echoing her physical transformation of "habit," Julia's earlier pain and helplessness get 
repressed and transformed into playful irony and scorn for the male sex. Her many 
audacious remarks suggest that Julia-Sebastian transcends her own female self, being 
free to ridicule and despise the foolish, ignorant suitors. Manliness is mocked，male 
superiority subverted, and women empowered all through cross-dressing. 
Maintaining a critical distance from her own identity, the cross-dressed heroine can 
form an undistorted judgment of both sexes and consequently correct certain faults in 
them. In the golden world of Arden, Rosalind feels free delight that she did not have 
before. She can shift from one gender role to another: she is a cousin and brother to 
Celia simultaneously, and an impudent, sexist shepherd to sojourners and native 
inhabitants of Arden. To paraphrase Barber, Rosalind's extreme moods of past 
94 
depression and present liveliness parallel the contrasts of court and country, of everyday 
and holiday (223). Shakespeare further exploits Rosalind's impersonation to its full 
range by having her take on a second cross-gender disguise. "Rosalind, in her highly 
theatrical role as girl-playing-boy-playing-girl," says Penny Gay, 
is clearly a performative character: her role is to embody and make 
available to the audience the performative nature of those 'natural' 
categories we take for granted, such as gender. (35) 
In many wooing and teasing scenes, Rosalind (pretending to be Ganymede who 
pretends to be Rosalind) makes a burlesque of her love affair and mocks the affectation 
of Elizabethan love-cults. "[M]en have died from time to time and worms have eaten 
them, but not for love" (IV.i.101-02). When the occasion arises, Rosalind is ready to 
attack the pseudo-Petrarchan lovers. In Act III SCENE v, Phoebe, idealizing herself as a 
lady at court, teases and rejects Silvius because she is proud of her beauty and ignorant 
of what true love is. As an outsider who is far more educated than these country people, 
Rosalind has to come in and dash their (Phoebe's in particular) illusion of Petrarchan 
love: 
ROSALIND. What though you have no beauty~ 
As by my faith I see no more in you 
Than without candle may go dark to bed— 
Must you be therefore proud and pitiless? 
Why what means this? Why do you look on me? 
I see no more in you than in the ordinary 
Of Nature's sale-work. (III.v.37-43) 
Dark colouring was not admired in the sixteenth-century England. Phoebe's "inky 
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brows" (III.V.46), "black silk hair" (III.v.46) and "bugle eyeballs" (III.v.47) are not 
nature's gift but "sale-work" only. Rosalind's insult goes further: the scornful 
shepherdess is so sexually unattractive that she cannot hope to be bedded even in the 
darkness (III. v.38-39), let alone "entame" men's "spirits" to her "worship" (III.v.48). By 
contrast, Silvius is "a thousand times a properer man [t]han [Phoebe] a woman" 
(ni.v.51-52) and he "flatters her" (III.v.54) more than she deserves. What Rosalind will 
not lend countenance to is Silvius's obsession with courtly love-cults. By attacking the 
shepherdess's attitude and appearance, Rosalind encourages Silvius and Phoebe to 
nurture true love rather than affected, false love, thereby bringing the "proud mistress" 
(III.V.45) to a baser and more realistic plane. A more important lesson for Phoebe and 
Rosalind is that women should never abuse their femininity; feminine virtues such as 
gentleness and compassion should be cherished. 
In Shakespeare's comic world, androgyny and cross-dressing empower the young 
heroines to be free from the restrictions of both femininity and patriarchy. They can woo 
the men they love and, accordingly, motivate their own marriage without risking their 
reputation. Rosalind's feeling of liberty, or "holiday humour" (IV.i.65-66) in her own 
words, also comes from her release from etiquette where she can enjoy the male 
privilege of flirtations: 
ROSALIND. Come, woo me, woo me; for now I am in a holiday 
humour and like enough to consent. What would 
you say to me now, and I were your very very 
Rosalind? 
ORLANDO. I would kiss before I spoke. 
ROSALIND. Nay, you were better speak first, and when you 
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were gravelled for lack of matter, you might take 
occasion to kiss. (IV.i.65-72) 
In love with the man she scarcely knows, the female side of Rosalind may want to value 
and even restrain her own romantic sentiments so that she will not be taken as a loose 
woman. Yet Rosalind's androgynous spirit and male attire liberate her from the 
conventions of femininity, inviting her to drown herself in the festive mood of romance 
without risking her reputation. In Shakespeare 's Festive Comedy (1968), Barber also 
regards androgynous Rosalind with respect: 
Romantic participation in love and humorous detachment from its follies, 
the two polar attitudes which are balanced against each other in the action 
as a whole, meet and are reconciled in Rosalind's personality. (233) 
The wooing episode reaches a crescendo when Rosalind, not unlike Juliet, takes an 
initiative to propose a (practice of) marriage ("Come sister, you shall be the priest and 
marry us. Give me your hand Orlando" in IV.i. 117-18). The short stay in the Forest of 
Arden testifies to Rosalind's courage to transcend the binary opposition between the 
two sexes; she asserts herself as a young woman, but nonetheless one who has a 
complete control of her life. 
The power of cross-gendered women can further be enhanced when they take on 
male roles and take over the male domain. Portia in The Merchant of Venice is a case in 
point, who exercises authority equal to that of men. To Shakespeare and his fellow 
citizens, Venice was wealthy, mercantile and sophisticated, a place for male friends 
where business and finance dominated. It was also a hierarchical world where women 
were likened to commodities. Before impersonation, the helpless and passive Portia is 
tied to the will of her dead father and to the casket trial so that she has no power to 
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choose whom she loves and marries. Even marrying to the man she truly admires, the 
heiress simply passes from her father's to husband's governance. The second scene of 
Act III is a clear indication that the "converted" (III.ii. 167) Portia is willing to be 
"directed" (III. ii. 164) by Bassanio and to hand over herself as well as her wealth to 
him. 29 To uphold female integrity and to enhance her power as a wife, Portia aspires to 
be an active, highly educated doctor of law, while her counterparts in this play or other 
plays are cross-dressed as either a page or a shepherd as if to befit the inferior position 
of women. In the trial scene, Shylock demands justice (or, to be more explicit, Antonio's 
life) and insists on a rigid interpretation of contracts and the rules of law whereas Portia, 
disguised as Balthasar, tries to save Antonio by commending a Christian truth~ 
mercy一 to the Jew: ‘The quality of mercy is not strained;/ It droppeth as the gentle rain 
from heaven/ Upon the place beneath" (IV.i. 183-85). A fierce opponent of 
Christianity, Shylock stands on his rights, and his cruel refusal of Christian values 
finally invites humiliation of his self-defeat. Apparently granting him a favourable 
judgment, Portia awards Shylock the penalty, and yet he must take from Antonio no 
more or less than "a pound of flesh" (IV. i. 306) and he cannot "shed/ One drop of 
Christian blood" (IV.i.308-09) "in the cutting it" (IVi.308). Otherwise, all his "lands 
and goods/ Are by the laws of Venice confiscate/ Unto the state of Venice" (IV.i. 3 09-11). 
Shylock not only loses his case but he has to be converted to a Christian as a penalty for 
which he as an alien tries to kill a Venetian. Antonio's life is secured; the flesh-bond tale 
29 
In most Shakespearean comedies such as Twelfth Night and As You Like It, marriage usually takes 
place at the very end as a symbol of harmony and rejuvenation. What distinguishes The Merchant of 
Venice from others is that marriage happens in Act III devoid of any celebration or consummation 
rite. 
The element of Christ's mercy is also found in Act III S C E N E iii of Hamlet in which Claudius's 
conscience is troubled by his fratricidal crime: "What if this cursed hand/ Were thicker than itself 
with brother's blood,/ Is there not rain enough in the sweet heavens/ To wash it white as snow? 
Whereto serves mercy/ But to confront the visage of offence?" (III.iii.43-47). 
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is over. Becoming an authority on legal profession, Portia now has authority over men 
she used to be subject to. 
Once her androgynous self is empowered, the female cross-dresser can use this 
power to nullify the male homosocial bond. Already built on a very practical and 
pragmatic basis, Portia's marriage is clouded by the attachment between Antonio and 
Bassanio. And that heterosexual love should be subordinated to male comradeship was 
deep-seated in early modem culture. The Elizabethans had a high regard for male 
friendship considering it a loftier and more spiritual relationship than heterosexual 
union and this notion recurs in other plays such as Hamlet. The hero of this tragedy, 
mistrusting and mistreating Ophelia, is close to Horatio: "Since my dear soul was 
mistress of her choice,/ And could of men distinguish her election,/ Sh'ath seal'd thee 
for herself (III.ii.63-65). And this leads us back to the comedy. Whether in the trial 
scene or the subsequent ring episode in The Merchant of Venice, Bassanio repeatedly 
claims that he values (or "esteems" to use his own word) Antonio's life more than his 
wife's (IV.i.281-86) and places his friend's pleasure above Portia's (as noted by the 
conversation between Antonio and Bassanio at the very end of Act IV SCENE i). The 
revelation that Portia saves Antonio's "life and living" (V.i.286) nullifies the man's role 
as “martyr’，3i and the homosocial attachment; Bassanio learns to treasure the wedding 
ring, a token of companionate marriage. On top of that, Portia enhances her power by 
not revealing how she gets the news for Antonio that "three of your argosies/ Are richly 
come to harbour suddenly" (Vi.276-77):"You shall not know by what strange accident/ 
I chanced on this letter" (V.i.278-79). Unlike other heroines in male disguise, Portia still 
retains male power and masculine frame of mind even after she resumes the original 
Monica J. Hamhill, in "Poetry, Law, and the Pursuit of Perfection: Portia's Role in The Merchant 
of Venice," notes that Portia "removes the last vestige of Antonio's role as martyr" by restoring his 
wealth (qtd. in Shapiro 112). 
99 
identity. Shakespeare portrays an admirable, resourceful and definitely androgynous 
female figure: the heiress is portrayed as the embodiment of knowledge, authority, 
justice, love and mercy. 
As we saw when exploring the issue of childhood, however, no stage of the 
developing young person's life is perfect. Just as childhood innocence cannot fully 
accommodate the onset of sexuality, so too androgynous women, no matter how 
successful, are always bordering on the monstrous. Of course, androgyny can be 
remarkably attractive, but perhaps only to certain audiences. For example, Viola is quite 
desirable to everyone. In the fourth scene of Act I, Orsino emphasizes the femininity of 
Viola-Cesario's appearance: 
DUKE. Dear lad, believe it; 
For they shall yet belie thy happy years, 
That say thou art a man; Diana's lip 
Is not more smooth and rubious: thy small pipe 
Is as the maiden's organ, shrill and sound. 
And all is semblative a woman's part. (I.iv.29-34) 
Orsino's enthralIment by Cesario's youthfiilness ("thy happy years") parallels with 
Shakespeare's own admiration, if homoerotic affection, for his "master mistress" (2) in 
Sonnet 20. Cesario's clear and unbroken voice, as well as his ruby-red "Diana's lip," is 
associated with chastity and girlish robustness.^^ Not unlike the poet's young male 
friend in the aforementioned sonnet, the female page in Twelfth Night by nature and 
skills demonstrates both man's and woman's attributes and hence is a "a man in hue, all 
References to boyish treble ("pipe") are repeatedly made in Shakespeare. In addition to A 
Midsummer Nights Dream and Hamlet as mentioned, Coriolanus makes a patronizing and 
uncompromising note when asked to please the ordinaiy citizens: "My throat of war be turned,/ 
Which quired with my drum, into a pipe/ Small as an eunuch or the virgin voice/ That babies lulls 
asleep!" (Ill.ii. 112-15). 
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hues in his controlling" (Sonnet 20，7)，a master of ambiguity, of boyish and girlish 
trails. 
In actual life, however, androgynous figures are often taken as abnormal and 
perverse, "an object of ridicule or an image of monstrous deformity, of social and 
physical abnormality" (Rackin 29). We are presented with Viola and Julia's distaste and 
discomfort with boyish "habit." Unable to reciprocate Olivia's infatuation, Viola feels 
pity for the noblewoman with a touch of feminine delicacy, the sort her androgynous 
identity unfortunately prohibits her from expressing: 
VIOLA. Poor lady, she were better love a dream. 
Disguise, I see thou art a wickedness 
Wherein the pregnant enemy does much. (II. ii.25-27) 
"Disguise" or impersonation which Satan ("the pregnant enemy") takes advantage of is 
a potential tragic element in this comedy; as Hamlet says in his “0 what a rogue and 
peasant slave am I" soliloquy: "and the devil hath power/ T'assume a pleasing shape" 
(II. ii. 594-95). Viola reproaches herself to have caused Olivia's pain, being disgusted to 
be both a man and a woman, i.e. a "monster" (II.ii.33). By the same token, Julia, upon 
undisguising, also blushes with "shame" (V.iv.103) for being dressed in "an immodest 
raiment" (V.iv. 103). There is only a slight distinction between an admirable 
androgynous heroine and a hateful hermaphroditic adolescent. 
After all, cross-dressing is not a serious option for female behaviour. 
Impersonation merely lets the heroines and their future husbands have a more positive 
understanding of their true nature; the subsequent relinquishing of disguise is necessary 
in order to bring a reconciliation of male and female perspectives. "Adoption of 
disguise also implied the inevitability of undisguising," writes Shapiro, 
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and with it the assurance that even the most assertive heroine, if she were to 
survive, would eventually resume her female identity and her place within a 
patriarchal society (65). 
With a realization of their marginal position in family and society, young female 
characters (and probably boy actors as well) recognize their rights and responsibilities 
of adulthood. Marriage and the consummation of it are rites of passage that separate 
heroes and heroines from their "happy years"~ a childhood of productive innocence 
and an adolescence filled with the thrill of disguise and the fluidity of cross-gender play. 
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EPILOGUE： 
Reaching Young Adulthood: 
Courtship and Marriage as a Rite of Maturation 
The previous chapters have already hinted that the intrusion of sexuality terminates 
the asexual and presexual childhood and, in some cases, sexuality even seems to be 
intruding into the very young childhood state. For example, Polixenes's mythologized 
version of twinned boyhood experience in Chapter Two can be read as his unconscious 
acts of over-idealization and repression because he has a sense in his mind that 
childhood is tainted with sex, but he avoids facing it. In order to purge his sinister vision 
of sexuality, Polixenes thus creates an excessively and irrationally pure childhood 
memory. By contrast, more psychologically healthy characters, such as Rosalind and 
Viola, experiment another sex role and therefore acquire knowledge of sexual maturity. 
In this conclusion, we will witness the completion of the initiation from childhood to 
young adulthood. 
The moments of maturation in Shakespeare, comedies in particular, are usually 
characterized by courtship and marriage. Because of the onset of sexual urges, an 
essential component which constitutes adulthood, young comic protagonists seek 
comfort from their lovers instead of either childhood intimates (i.e. parents and 
same-sex friends) or nostalgic evocations of the past. Kahn's Man ’s Estate: Masculine 
Identity in Shakespeare (1981) neatly summarizes the role of courtship in Shakespeare's 
plays: "Courtship is a time of self-exploration through amorous adventure and testing 
that leads to the final choice of a mate, signifying the transition from youth to maturity" 
(197). For example, in^^^ You Like It, the maturation of Rosalind and Celia is hastened 
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and intensified by heterosexual love leading to marriage, at the very cost of girlhood 
twinship. In her complex role-playing (as discussed in Chapter Three), cross-dressed 
Rosalind woos Orlando, even asking Celia to perform a pseudo marriage for them. 
However, Celia's responses ("I cannot say the words" in IV.i.l21 and "Go to. Will you 
Orlando have to wife this Rosalind" in IV.i.l23) bespeak her disapproval of Rosalind's 
active pursuit of male love and she later blames Rosalind's act of tarnishing female 
dignity: 
CELIA. You have simply misused our sex in your love-
prate. We must have your doublet and hose 
plucked over your head, and show the world what 
the bird hath done to her own net. (IV.i. 191-94) 
In addition, the above quotation also foreshadows the breach of sisterly love, a 
development to be seen later in Celia herself when she too is attracted to the opposite 
sex, i.e. the converted Oliver. The attachment between childhood friends is replaced by 
courtship and marriage. Both girls, now initiated into womanhood, shift their 
commitment and loyalty to their husbands. 
Even innate ties, like those between siblings, cannot compete with heterosexual 
attraction when the protagonists come of age; examples include Sebastian and Viola in 
Twelfth Night and the two Antipholuses in The Comedy of Errors. Following the reunion 
between the twins in the former comedy is their union with their lovers: by "accident" 
(IV.iii. 11) and "flood of fortune" (IV.iii. 11)，Sebastian has married Olivia whereas Viola 
is engaged to Orsino. In the latter comedy, the sea imagery employed by Antipholus of 
Syracuse in Act I SCENE ii (as discussed in Chapter Two) explicates more than brotherly 
love and a man's fear of losing his individuality to twinship; it also conveys the idea of 
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merging two individuals in a love relationship: 
ANTIPHOLUS. 0，train me not, sweet mermaid, with thy note 
To drown me in thy sister's flood of tears. 
Sing, siren, for thyself, and I will dote. 
Spread o'er the silver waves thy golden hairs 
And as a bed I'll take thee, and there lie. 
And in that glorious supposition think 
He gains by death that hath such means to die. 
Let love, being light, be drowned if she sink, (in.ii.45-52) 
To Antipholus of Syracuse, Luciana is "a god" who can "create me new" (III.ii.39) and 
"[tjransform me" (III.ii.40). Such words as "drown," "flood," "siren," "waves," 
"drowned" and "sink" elaborate the extended metaphor of an ocean in which a love 
relationship is presented as a transformation and a more desirable future for Antipholus. 
The separation from family is necessary so that the grownups can form a new social 
bond, i.e. marriage, and be incorporated into the world of adulthood; the bond between 
husband and wife is, in Adriana's word, "undividable" (II.ii.131) comparable to and 
surpassing even twin siblings. 
Surely, there seems to be a pervasive sense of futility permeating the replacement 
of childhood twinship with husband-wife attachment, especially when the once intimate 
friends betray each other. In A Midsummer Night's Dream, all the girlhood frankness, 
loyalty and affection of Hermia and Helena disappear after their men have stained the 
beautiful picture of female friendship. First, we have Helena unfolding Hermia's 
"intelligence" (I.i.248), i.e. "Hermia's flight" (I.i.246), to Demetrius. Winning 
Demetrius's heart or merely his scornful "sight" (I.i.251) is "a dear expense" (I.i.249) to 
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Helena because she has to betray her dignity and loyalty to Hermia. Hermia's devotion 
to childhood friendship is no better than that of Helena: because of Lysander's 
capriciousness, Hermia prosecutes Helena for stealing his heart ("You juggler! You 
canker-blossom!/ You thief of love! What, have you come by night/ And stol'n my 
love's heart from him?" in III. ii.282-84) and later threatens to strike Helena ("I am not 
yet so low/ But that my nails can reach unto thine eyes" in III. ii. 297-98). The verbal 
attack of Helena and Hermia thus obscures their excessively romantic girlhood 
friendship as expressed in their "double cherry speech." The idealized childhood and 
adolescent experience has silently fallen from its power in these young women's hearts 
where we, towards the end of this play, fail to locate any intimate dialogues between 
them. The advent of sexuality in both males and females weakens any bonds formed in 
childhood; starting from young adulthood, our Shakespearean (comic) protagonists have 
none to rely on except for their life partners. 
Shakespeare has always been credited for his gift to illustrate the universal 
experience of men and women in his day, or even in our contemporary world. While his 
comedies end with the healthy emotional and physical growth of the protagonists, we 
may feel regret at the (premature) deaths of those emotionally immature characters, 
such as Hamlet, Ophelia and Adonis, who die for their refusal to depart from childhood 
and to embrace heterosexual love. More significantly, the undercurrent of the inevitable 
loss of childhood not just reflects on the cultural paradigms in Renaissance England, but 
it probably foregrounds the psychological tensions of the playwright. In a similar vein, 
we, as readers, cannot resist the temptation of refashioning the Renaissance notion of 
childhood with our twenty-first century perception and sensitivity. These disturbances 
and discontinuities towards the pastness of the past will never cease. And for that reason, 
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in my reading of Shakespeare, the strong dramatic presence of those young tragic 
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